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Abstract 
In the last decades several studies have revealed that the polychoral idiom became 
widespread over many parts of Europe and its cultivation can no longer be ignored 
within the sacred musical practice of the late sixteenth and early seventeenth 
centuries. This is - in general - an area which deserves to be more thoroughly studied, 
but nowhere more than in those countries where little is known beyond the existence 
of a vast polychoral repertory at the time, such as in Portugal. 
At present there are few known surviving printed and manuscript Portuguese 
polychoral works. Musicology has paid relatively little attention to them largely 
because missing parts have discouraged the production of modem editions. The 
present study is the first comprehensive approach to Portuguese polychoral music and 
being so the edition and editorial completion of the surviving works is at its very core. 
The works here edited for the first time consist of Francisco Garro's polychoral 
collection printed in 1609, Duarte Lobo's polychoral works printed in 1602 and in 
1621, and Pedro de Cristo's manuscript works kept in Coimbra, Biblioteca Geral da 
Universidade. 
In addition, both the works edited here and other relevant works are analysed in 
order to trace the main stylistic trends and place them in a wider international context. 
Of particular interest are the polychoral works of JoRo Lourengo Rebelo printed in 
1657, and the available Spanish repertory which is found to share many stylistic 
characteristics with the Portuguese one. 
The analysis of the repertory allows the identification of general characteristics 
that places the Portuguese repertory in the overall international tendency but with 
distinctive features that stem from the Iberian practice. At the same time the analysis 
allows us to begin constructing a detailed view of what is and is not distinctive about 
each individual composer's polychoral approach, in the context of Spanish and other 
repertories. 
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Chapter I 
Introduction 
GENERAL CONTEXT AND OBJECTIVES 
Polychoral writing became an extremely important idiom of sacred music in the late 
sixteenth century, as the influence of Roman and Venetian polychoral repertories 
spread to many parts of Europe, in particular where the influence and the ideals of the 
Catholic reformation were strongest, and in Protestant areas of Germany. 
Polychoral music was traditiona Ily associated with Gabrieli's music in Venice, 
however important studies have shown that the phenomenon was much vaster and 
was cultivated throughout other parts of Europe. ' Anthony Carver considers the 
phenomenon in the international context, but very little is said about what happened in 
2 Portugal. Nevertheless, there exist significant aspects that make us believe that there 
See Carver, Tolychoral Music: A Venetian Phenomenon? ' and Cori Spezzati; O'Regan, 
Sacred Polychoral Music in Rome; and references therein. 
2 Carver, Cori Spezzati, Vol. I, p. 128, only mentions the name of the Portuguese composer 
Duarte Lobo. In the most recent edition of The New Grove Dictionary of Music and 
Musicians, nothing is said about Portuguese polychoral music in the entry Cori SpezzatL 
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too, the polychoral repertory has an important position in sacred music. Besides the 
principles of the Catholic Reformation, which Portugal adhered to completely and 
hosted with vigour, 3a vast polychoral repertory is known to have existed and suggests 
the practice and popularity of polychoral writing in the country. 
During the whole of the sixteenth century important Portuguese schools and 
polyphonic chapels were established in the main cathedrals, monasteries and palaces 
of the country, giving rise to great centres of musical production and activity, as well 
as providing the necessary education for several generations of musicians and 
composers. The most notable and certainly the most important centres of this musical 
4567 activity developed in Coimbra, tvora, Vila Vigosa, Lisbon, and Braga8 which 
3 For a general account on the Catholic Reformation in Portugal see for example Mendes, 'A 
Vida Cultural', p. 404. Concerning the impact of the Reformation on Portuguese music see 
Nery and Castro, Hist6ria da M4sica, Chapter 2. 
The most notable centres in Coimbra developed at the Cathedral and at the Monastery of 
Santa Cruz. Concerning the cultivation of music at the Monastery of Santa Cruz in Coimbra 
during the sixteenth and seventeenth centuries see Pinho, Santa Cruz de Coimbra, and 
Rees, Polyphony in Portugal. 
In tvora an important musical centre developed in the Cathedral. Adjoined to the Cathedral 
an important music school was established. The most well known composers who studied in 
this school with Manuel Mendes (ca. 1547-1605) are Duarte Lobo, Filipe Magalhdes and 
Manuel Cardoso. Concerning the teaching and cultivation of music at tvora Cathedral see 
Alegria, Hist6ria da Escola de Mýsica da Sd de jývora and 0 Coligio dos Mogos do Coro 
da Sj detvora, and Nery and Castro, Hist6ria da Mýsica, pp. 52-8. 
Vila Vigosa was home to the ducal palace of the Braganga family, heirs to the Portuguese 
throne from the mid-seventeenth century onwards. The palace was built in the beginning of 
the sixteenth century by the fourth duke of Braganga. There, an important music centre 
developed under the patronage of several generations of Dukes, in particular the fifth, sixth 
and eighth Dukes, the latter, Joao IV, having become king in 1640. The seventh duke (D. 
Teod6sio II) described the chapel as the most treasured possession that he was leaving his 
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were, at the same time, the main cultural, religious, and political centres of the 
country. 9 
In particular, the ducal palace in Vila Vigosa, where Joao IV lived until he 
became king in 1640, assumed a prominent role in the musical activity of the time. 
Through Joao IV a vast musical library was built which remains a valuable source of 
musical information through its catalogue. 10 Also, the ducal palace employed a large 
son (JoAo IV), who thenceforth ensured that musical standards there were of the highest. In 
close relation to the ducal chapel, a choir school, the CoIggio dos Santos Reis, was also 
formed in 1609. For an account of the history of the ducal chapel and the choir school see 
Alegria, Hist6ria da Capela e Col9gio dos Santos Reis de Vila ViVosa. See also Nery and 
Castro, Hist6ria da Mýsica, pp. 60-3, and Michael Ryan, Music Manuscripts from the 
"Casa de Braganga " in Vila YiVosa. 
7 The most relevant musical institutions in Lisbon were the royal chapel and the Cathedral. 
For information on these centres see Latino, 'Os Wsicos da Capela Real de Lisboa'; Sousa 
Viterbo, 'Mestres da Capella Real'; Alegria, 0 Ensino e Pr6tica da Mýsica nas Sis de 
Portugal, pp. 67-75; and Alegria, Polifonistas Potugueses. 
In Braga an important musical centre developed in the Cathedral, see Alegria, 0 Ensino e 
Prdtica da Mýsica nas Sis de Portugal, pp. 35-47; and Alvarenga, 'A Wsica Litýrgica na 
S6 de Braga'. 
9 For a general account of Portuguese music history during the sixteenth and seventeenth 
centuries see Nery and Castro, Hist6ria da Mýsica, Chapters I and 2; Brito and Cymbron, 
Hist6ria da Mýsica Portuguesa, Chapters 2 and 4; and Luper, 'Portuguese Polyphony in the 
Sixteenth and Early Seventeenth Centuries'. For an account of music teaching and practice 
in Portuguese cathedrals until the sixteenth century see Alegria, 0 Ensino e Pr6tica da 
Msica nas S& de Portugal. 
10 The catalogue was published in 1649. Unfortunately the library was destroyed in the 
Lisbon earthquake of 1755 and only the first part of the catalogue (or Index) survived. Later 
in 1874 Joaquirn de Vasconcelos provided a diplomatic transcription of the catalogue in his 
Primeira Parte do Index da Livraria de Musica do Muito Alto, e Poderoso Rey Dom Joao o 
IV. In 1967 it was reproduced in facsimile by MArio de Sampayo Ribeiro (See Ribeiro, 
Livraria de Mýsica de EI-Rei D. Jodo IV, Vol. I). For a comprehensive discussion 
concerning Joao IV's musical library see Nery, The Music Manuscripts in the Library of 
King D. Jodo IV ofPortugal. 
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number of musicians" and was the meeting-place for some of the most notable 
Spanish and Portuguese musicians of the day, such as Mateo Romero, Manuel 
Cardoso and JoAo Lourengo Rcbelo. 12 From 1580 to 1640 Portugal was annexed to 
Spain under the Habsburgs kings Philip II, Philip III and Philip IV of Spain. 13 During 
this time relations between the two countries were stimulated and intensified 
provoking a considerable interchange between composers and repertory. Hence, many 
musicians spent some of their lifetime working or studying in their neighbouring 
country, finding new career opportunities and sometimes better working conditions. 14 
Within this context Portugal was home to a flourishing musical culture in the 
seventeenth century and the established centres maintained a fine tradition of 
polyphonic music. Some of the works produced were published at the time, 
contributing to the present world-wide recognition of composers such as Manuel 
Cardoso, Duarte Lobo and Filipe de Magalhaes. 15 Furthermore, conditions were 
established for the development of fashionable tendencies within the sacred musical 
practice of the time such as polychoral writing. Some of the best evidence of such 
" Over one hundred musicians were employed there between 1583 and 1626. See Alegria, 
Hist6ria da Capela e Coligio dos Santos Reis de Vila Vigosa. 
12 Regarding the musical relations between Joao IV and some Portuguese and Spanish 
composers see Nery, The Music Manuscripts in the Library ofKing D. Jodo IV ofPortugal, 
pp. 153-176. See also the recent dissertation by Michael Ryan, Music Manuscriptsftom the 
"Casa de Braganga " in Vila YiVosa. 
13 For a general account of this historical period see Serrio, Hist6ria de Portugal and Alvarez, 
Portugal no Tempo dos Filipes. 
14 See Carlos de Brito, 'Renascenga, Maneirismo, Barroco', pp. 550-51 and Brito & Luisa 
Cymbron, Hist6ria da Mýsica Portuguesa, pp. 87-8. 
1,5 Concerning these composers see Alegria, Polifonistas Portugueses and Frei Manuel 
Cardoso. 
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writing is the catalogue of Jodo IV's library, which contains a majority of polychoral 
works in its contents. 16 
Given the present scarce knowledge about Portuguese polychoral music, it is 
difficult to say when and how the style started. However, there are some signs that 
indicate that the style must have been known in Portugal since at least the second half 
of the sixteenth century. More evidence of this can be seen through the presence of 
the first printed polychoral works from Roman and Spanish composers in C BGU, 17 
namely the embryonic and experimental polychoral works of Giovanni Animuccia 
printed in 1570,18 the first polychoral works of Palestrina published in 1572,19 and 
some of the first polychoral works of Victoria published in 1576 (and later reprinted 
in 158 1). 20 As well as these works, the polychoral Ave Maria of the Spanish composer 
16 This evidence has already been pointed out by Stevenson in 1982 who wrote 'The modem 
publication of only those volumes [printed works] by Cardoso, Magalhaes, and Lobo 
containing single-chorus works has spread abroad the false impression that they lagged 
behind the times. Even a superficial glance at their repertories catalogued in John IV's 1649 
Primeira parte do Index da livraria de mýsica belies this impression. Instead, they kept 
fully up to date with both Spanish and Italian polyphonists, so far as polychoral works go. ' 
See Stevenson, Antologia de polifonia portuguesa, p. XX'VHI. 
17 However, we do not know when these works were acquired. 
Il secondo libro delle laudi. Dove si contegono, mottetti, salmi et altre diverse cose... 
(Cantus primus). Rome, 15 70. In C BGU the book has the call-number MI-7 1. See Lemos, 
Impressos Musicais da Bihlioteca geral da Universidade de Coimbra, p. 73. 
19 Motettorum quae partim quinis, partim senis, partim octonis vocibus concinantur, liber 
secundus (Altus). Venice, 1572. In C BGU the book has the call-number MI-72. See Lemos, 
Impressos Musicais da Biblioteca geral da Universidade de Coimbra, p. 83. 
20 Cantica B. Virginis vulgo magnificat 4 vocibus. Una cum quatuor antiphonis B. V per 
anum: quae quidem partim quinis, partim octonis vocibus concimuntur. Rome 15 8 1; and 
Hymni totius anni secundum sanctae Romanae Ecclesiae ... octo vocibus modulantur. Rome 
6 
Francisco Guerrero, published in 1570,21 is also present and might have been well 
known given the popularity of the composer in Portugal. In addition the catalogue of 
Jodo IV's library contains ftirther references to polychoral works of composers who 
died before 1600.22 
The lack of a comprehensive study and analysis of a substantial part of the 
repertory makes it very difficult to trace main stylistic trends or consistently to 
understand the Portuguese polychoral idiom as a whole. At present there are few 
known surviving printed Portuguese polychoral works, and most of them remain to be 
edited in modem edition. The present study is the first comprehensive approach to 
Portuguese polychoral music and being so attention is focused on the edition of 
printed and manuscript polychoral works which survive in the archives. Furthermore, 
a stylistic analysis of the edited and other relevant works is conducted in order to trace 
the main stylistic trends and place them in a wider international context. 
The study is confined to sacred polychoral music with a Latin text and 
excludes the sacred polychoral Villancico. The size of the Villancico repertory in the 
Iberian Peninsula precludes consideration within the scope of this dissertation. 
1581. In C BGU these books have the call-numbers MI-7 and MI-8 respectively. See 
Lemos, Impressos Musicais da Biblioteca geral da Universidade de Coimbra, p. 91. 
21 Ave Maria is included in Motteta ... Que partim quaternis, partim quinis, alia senis, alia 
octonis concinuntur vocibus. Quinta et sexta pars. Venice, 1570. In C BGU this book has 
the call number MI-69. See Lemos, Impressos Musicais da Biblioteca geral da 
Universidade de Coimbra, p. 77. 
22 For instance: Francisco Guerrero (1528-1599), Philippe Rogier (1561-1596), Englebert 
Turlur (ca. 1560-1598), and Georges de la H61e (1547-15 86). 
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Several authors have studied the Villancico in detail23 but still much remains to be 
done, in particular with regard to polychoral settings. 
Chronologically this study is bound by two prominent facts. The first - 1580 - 
corresponds to the political annexation of Portugal to Spain. 24 The second - 1660 - 
corresponds to the printed polychoral works of the Portuguese composer Joao 
Lourenýo Rebelo (1657) and also to the deaths of Rebelo (1661) and Joao IV (1656). 
Given the intense relations and cultural exchanges between Portugal and Spain at this 
time, the study of Portuguese music of this period has to be considered in the wider 
context of the Iberian Peninsula. Therefore, for the purpose of this study, no 
distinction is made between Portuguese or Spanish composers who made a relevant 
part of their careers in Portugal. 
Two important printed works edited here for the first time are the polychoral 
collections by Francisco Garro and Duarte Lobo. It is worth noting that Lobo's 
collection - Opusculd - is the first printed polychoral work (Plantin, Antwerp, 1602) 
of a Portuguese composer and Garro's collection - Missae quatuor, octonis vocibus 
tres, & una duodenis... - is the first printed musical work in Lisbon (Pedro 
Craesbeeck, 1609). The two collections were printed in partbooks and no complete set 
of the partbooks has been located. Therefore, the editorial procedure required a 
substantial amount of reconstruction of the missing parts for all the works in the 
collections. Besides these two printed collections, another printed polychoral work by 
23 See Brito, Villancicos in a Portuguese Monastery and (ed. ) Villancicos do S9culo XVII do 
Mosteiro de Santa Cruz de Coimbra; Stevenson, Autores Vdrios: Vilancicos Portugueses; 
Torrente, The Sacred Villancico in Early Eighteenth-Century Spain; and Laird, Towards a 
History of the Spanish Villancico. 
24 ca. 1580 also corresponds to a general increase of printed polychoral works in Europe. See 
Carver, Cori Spezzati, Vol. L pp. 15-6. 
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Duarte Lobo has here been presented in modem edition - Missa Cantate Domino - 
included in Lobo's collection Liber Missarum (Plantin, Antwerp, 162 1). 
Both Garro and Lobo made their careers (or part of it in Garro's case) in 
Lisbon and held important positions there. 
Francisco Garro (Alfaro ca. 1556 - Lisbon 1623) was a Spanish composer who 
came over from SigUenza in the 1590s, to succeed Ant6nio Carreira as mestre de 
capela at the royal chapel in Lisbon, a post that he retained until his death. The exact 
date when Garro started to work in Lisbon is still uncertain: the surviving sources give 
27th March 1592 as being the date from which Garro started to be paid as mestre de 
25 capela. Before coming to Lisbon, he worked in Logrofto, was maestro de capilla at 
Valladolid for a short period in 1580 and became maestro de capilla in Sigilenza in 
October 1580. The reasons why Garro moved to Portugal are still unknown. 
His surviving works consist of two collections published in Lisbon in 1609: 
one containing polychoral works and described in Chapter 2 below; and the other 
containing several works - antiphons, masses and motets - for 4vv, 5vv, and 6vv. 
26 
Several lost works are known to have existed through the catalogue of Joao IV's 
2' These sources are preserved in collections of books relating to royal chancelleries and were 
transcribed by Francisco Sousa Viterbo in 1907 (see Sousa Viterbo, Westres da Capella 
Real'). For a detailed discussion concerning Garro as mestre de capela in the royal chapel 
in Lisbon see Latino, Francisco Garro, Mestre da Capela Real de Lisboa, pp. IX-XI. 
26 The latter collection has the following tittle: Antiphona, Asperges me, quinque Vocibus. 
Antiphona, Vidi aquam, sex vocibus. Missa saeculorum primi toni, quinque vocibus. Missa 
0 quam pulchra es, quatuor vocibus. Missa Tu es qui venturus es, quatuor vocibus. Missa 
Maria Magdalena, sex vocibus. Motetta In principium erat verbum, quinque vocibus. Parce 
mihi Domine, quinque vocibus. 0 magnum misterium, sex vox. 
9 
library and are mostly Villancicos. 27 Among these there are three polychoral. Vespers 
psalms listed in Appendix 3. 
Duarte Lobo (ca. 1565 - Lisbon 1646) studied at tvora Cathedral with Manuel 
Mendes. He became mestre de capela at the royal Hospital in Lisbon and from about 
1591 until at least 1639 he was mestre de capela at Lisbon Cathedral. He was also 
director of the Seminano de S. Bartolomeu, Lisbon. His activity as a teacher was of 
great relevance since many seventeenth-century composers, theorists, choirmasters 
and singers are numbered among his pupils, such as Ant6nio Fernandes, " Joao 
Alvares Frouvo, 29 and Fernando de Almeida. 30 
Lobo was the most famous Portuguese composer of his time. 31 He has several 
printed works that survive, namely the above-mentioned collection Opuscula 
27 For a detailed list of these works see Latino, Francisco Garro, Mestre da Capela Real de 
Lisboa, p. XII. 
2' Ant6nio Fernandes was a theorist who published A Arte de Mvsica de Canto Dorgam, e 
Canto Chaml & Proporqoes de Mufica diuididas hannonicamente (1626), dedicated to 
Duate Lobo. The book was reproduced in facsimile by Jos6 Augusto Alegria. Concerning 
Ant6nio Fernandes see Nery, A Mýsica no Ciclo da "Bibiotheca Lusitana ", pp. 934, and 
Alegria, Ant6nio Fernandes. AArte de Mvsica de Canto Dorgam, Introduction. 
29 Joao Alvares Frouvo (1608-1682) was a composer, mestre de capela at Lisbon Cathedral 
and librarian of Jodo IV. He also wrote some theoretical musical works. Concerning this 
composer see Nery, A Mýsica no Ciclo da "Bibiotheca Lusitana ", pp. 99-10 1, and Alegria, 
Polifonistas Portugueses, p. 29. 
30 Fernando de Almeida (? -1660) was mestre de capela at the Convento de Cristo in Tomar 
during the first half of the seventeenth century. See Nery, A Mýsica no Ciclo da 
"Bibiotheca Lusitana ", pp. 45-6. Almeida has a large number of settings of Lamentations, 
responsories and other music for Holy Week attributed to him at the archives of the palace 
in Vila Vigosa (see the section Other Sources in Chapter 2). 
31 For further information concerning the composer see Alcgria, Polifonistas Portugueses, pp. 
15-55; Cruz, Duarte Lobo; and Borges, Duarte Lobo. 
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(Antwerp 1602), Cantica Beatae Mariae Virginis, vulgo Magnificat, 4vv (Antwerp 
1605), Liber Missarum, 4-6,8vv (Antwerp 1621), and Liber Secundus Missarum, 4- 
6vv (Antwerp 1639). Among the manuscript works only one is known to survive, 
Do? ýinica Palmarum: Gloria, laus et honor, 4vv. Several lost works are known to 
have existed through the catalogue of Jodo IV's library. 32 He also published two 
plainchant editions in 1603 and 1607.33 
Given the abovc-mcntioned significance of the printed works and the few 
available editions by Garro and Lobo, the editing of these works constitutes an 
important contribution to not only the study of Portuguese polychoral music, but also 
the knowledge of the individual style of each composer and, to some extent, of 
Portuguese music of the time. 
Apart from the works here edited no further polychoral works by Garro, and 
Lobo are known to remain in the archives. Nevertheless, as mentioned above other 
polychoral works by these composers seem to have existed as can be seen in the 
catalogue of Jodo IV's library (see Appendix 3). 
The editorial part of this study is completed with the edition of the manuscript 
polychoral works of Pedro de Cristo kept in C BGU. Pedro de Cristo (Coimbra ca. 
1550 - Coimbra 1618) was mestre de capela at the Monastery of Santa Cruz in 
32 For a detailed list of these works see Alegria, Polifonistas Portugueses, pp. 54-5. 
Concerning polychoral works listed in the catalogue of JoAo IV's library see Appendix 3. 
33 Ordo amplissimus precationum caeremoniarumque funebrium (Craesbeeck, Lisbon 1603) 
and Liberprocesslonum et stationum ecclesiae olysiponensis (Craesbeeck, Lisbon, 1607). 
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Coimbra and its sister-house, of Sdo Vicente de Fora in Lisbon. 34 He probably studied 
with the Spanish composer Francisco de Santa Maria who preceded Pedro de Cristo 
as mestre de capela at the Monastery. A manuscript obituary states that, in addition to 
his compositions he played keyboard instruments, harp, flute and dulcian. 
His surviving output consists only of manuscript works though it is not easy to 
establish its extent. Four manuscript choirbooks preserved in C BGU were copied 
wholly or in part by the composer, but he rarely provided an attribution. Although 
most of the pieces are attributed to him on the basis of style, some are clearly not his 
work. Several further items preserved anonymously in C BGU and in Lisbon, 
Biblioteca Nacional, may be attributed to him on stylistic and other grounds. In spite 
of the uncertainties concerning the attributions it seems certain that the number of 
surviving works which can be attributed to Pedro de Cristo (almost three hundred) is 
the largest of any Portuguese composer of the period. The majority of Pedro de 
Cristo's works are written for four or five voices. 35 
Finally, the polychoral works of the later composer Jodo Lourengo Rebelo 
36 (1610 - 1661) included in his collection published in 1657, and available in modem 
34 Rees mentions that 'although the details of his movements between the two houses are 
obscure, we do know that the General Chapter ordered him to move from Sao Vicente to 
Santa Cruz in 1605, and that in 1615 a request from Dom Pedro that he be allowed to return 
to Sao Vicente was granted'. See Rees, Music by Pedro de Cristo, p. vii. 
35 For further information on the composer and a discussion on the attribution of the works 
see Rees, 'Newly Identified Holograph Manuscripts', Music by Pedro de Cristo and 
Polyphony in Portugal. For a detailed list of Pedro de Cristo's works see, Rees, Music hy 
Pedro de Cristo, pp. xv-xx. 
36 Psalmi tum vesperarum, tum completorii. Item Magnificat, Lamentationes et Miserere, 
Rome 1657. 
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editions, 37 also constitute a relevant part of this study. In spite of belonging to a later 
generation than Garro, Lobo and Pedro de Cristo, Rebelo has been included in this 
study in order to provide a wider picture of Portuguese polychoral music. JoAo 
Lourengo Rebelo 38 was engaged in the ducal chapel in Vila Vigosa by Joao IV's 
father Teod6sio II at the age of fourteen. He probably studied with the mestre de 
capela Roberto Tornar" at the Col6gio dos Santos Reis Magos adjoining the chapel. 
Tornar also taught music to JoAo IV and Rebelo apparently helped in developing his 
musical inclinations, the two having become close friends for life . 
40 Rebelo became 
37 See modem editions, Rebelo, Psalmi tum vesperarum. 
38 Also known as Joao Soares Rebelo. 
39 Concerning Roberto Tomar see Nery, The Music Manuscripts in the Library of King D. 
Jodo IV ofPortugal, pp. 100-7. 
40 In 1649 Joao IV published a theoretical work Defensa de la musica moderna contra la 
errada opinion del obispo Cyrilo Franco which he dedicated to Joao Lourengo Rebelo. In 
his dedication Joao IV wrote 'This monograph written in Defense of the Modem 
Composition and Composers is dedicated to you, in the confidence that your pen, which as 
fine as your genius, may discover even the parts that your reasoning may not reach, 
admitting that one of the incentives that helped me in the writing of it was having seen the 
amount that you have achieved in music, having seen the book of your 4-, 5- and 6- part 
masses; your works for 10,12,17 and 20 voices; the psalms for Vespers and Compline, 
Magnificat, Motets, Villancicos, Tonos and other works for various numbers of voices, and 
if they have not yet been published it is not because they fear the light but because they 
have not been given to it and in due course they will appear. May God preserve you as your 
music preserves you. ' 
('Este papel escrito en defensa de las Composiciones y Compositores modemos, se dedica a 
v. m. flado, que adondc no llegaren sus razones Ilega su pluma, tan delgada como su 
ingenio, confessando que vna de las causas que me ayudo a el, fue ver lo mucho que v. m. a 
hallado en la musica, auiendo visto el libro de sus missas, a quatro, sinco y seis; las de 
Choros de a diez, doze, dezisiete, y veinte vozes; los Psalmos de Visperas, Completas, 
Magnificas, Mottetes, Villancicos, Tonos, e otras cosas a diferentes vozes, que si no an 
salido a luz no es porque la teman, antes porque no la den, y quando sea tiepo saldrin ellas. 
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composer at the ducal chapel in Vila Vigosa, moving to Lisbon when Duke Joao 
became king, and kept a privileged position as a composer, free of the usual 
obligations imposed by the different institutions, due to his close friendship with the 
king. In 1646 he was made Commander of the Order of Christ and granted several 
f tS. 4 other bene 11 Two days before his death in 1656, Jodo IV made provision in his 
will for the publishing of a collection of sacred works by Rebelo (including the 
42 
polychoral works mentioned above). This collection includes several Vespers and 
Compline psalms, Magnificat settings, Lamentations and Miserere for four to sixteen 
voices. In addition to the published collection of sacred works a few manuscript 
works are known to survive. 43 Several lost works are known to have existed through 
several sources. 44 For instance, the Index of JoAo IV's library mentions seventeen 
Villancicos. 
Overall, the specific studied repertory is the following: 
Francisco Garro: Missce quatuor, octonis vocibus tres, & una duodenis. 
Defunctorum lectiones tres, octonis vocibus. Tria Alleluia, octonis etiam vocibus 
(Lisbon, 1609) 
Dios guarde a v. m. como le guardan su musica. ) See Alegria, Jodo LourenVo Rebelo Vol I, 
pp. VIII and XVIH. 
41 For further information concerning the composer's biography see Alegria, Joao Lourengo 
Rebelo Vol. I, Preface. 
41 The king further stated that the composer should leave a dozen copies in the royal library 
and have the rest distributed in Spain, Italy and other places. See Alegria, Ado Lourenvo 
Rebelo Vol. 1, p. IX 
4' For a description of the surviving manuscript works see Alegria, Ado Lourenvo Rebelo 
Vol. I, pp. XIII-XIV. The transcription of the works is given in the appendix of Vol. IV of 
the same reference. 
44 See Nery, The Music Manuscripts in the Library ofKing D. Jodo IV, Chapter VII. See also 
p endix 4 for polychoral works mentioned in other sources. Pp 
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4 Masses 
Missa Cantate Domino, 8w 
Missa Fili quidfecisti nobis sic, 8w 
Missa Domine in virtute tua Icetabitur Rex, 12 w 
Missa Pro Defunctis, 8w 
3 Lectiones Pro Defunctis, 8 vv 
Lectio Prima Primi Noct. - Parce mihi Domine 
Lectio Prima Secundi Noct. - Responde mihi 
Lectio Prima Tertii Noct. - Spiritus meus 
3 Alleluias, 8 vv 
Ad missam I, versus - Tanto tempore vobiscum sum 
Ad missam 11, versus - Vidimus stellam 
Ad missam III, versus - Ego vos elegi, 4 w. Alius versus - Assumpta est Maria 
Duarte Lobo: polychoral works published in Opuscula (Antwerp, 1602) 
8 Natalitiae noctis responsoria, 8 vv 
Hodie nobis ccelorum 
Hodie nobis de ccelo 
Quem vidistispastores? 
0 magnum mysterium 
Beata Dei genitrix 
Sancta et immaculata 
Beata viscera 
Verbum caro 
e Missa Natalitiae noctis, 8 vv 
3 Beatae Mariae Virginis Antiphonae, 8 vv 
Alma Redemptoris mater 
Ave Regina ccelorum 
Regina caeli 
9 Salve Regina, 11 vv 
Duarte Lobo: Missa Cantate Domino, for 8 voices published in Liber Missarum 
(Antwerp, 1621) 
Pedro de Cristo: polychoral works in Coimbra, Biblioteca Geral da Universidade, 
MM 8 and MM 18 
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9 Choirbook NIM 8 
Tristis est anima mea, 8 vv 
Parce mihi domine, 8 vv 
Choirbook MM 18 
Magnificat, 8 vv 
Miserere mihi domine, 8 vv 
Salva nos domine, 8 vv 
Dixit dominus, 7 vv 
Ave Maria, 8 vv 
Sanctorum meritis, 8 vv 
Jo5o Lourenýo Rebelo: polychoral works published in Psalmi, tum Vesperarum tum 
Completarum. Item Magnificat, Lamentationes et Miserere (Rome, 1657) 
Psalms for Vespers 
Dixit Dominus, (I" tone) 13 vv 
Dixit Dominus, (I" tone) 16 vv 
Dixit Dom in us, (1 " tone) 8 vv 
Beatus vir, (7 th tone) 8 vv 
Beatus vir, (8 th tone) 8vv 
Laudatepueri, (5th tone) 8vv 
Credidi, (4th tone) 8vv 
Laudate Dominum, (5h tone) 10 vv 
Laudate Dominum, (6 th tone) 8 vv 
Laetatus sum, (6th tone) 12 vv 
Laetatus sum, (3 rd tone) 8 vv 
Lauda Jerusalem, (6th tone) 8 vv 
Lauda Jerusalem, (6th tone) 16 vv 
4 Magnificat settings 
Magnificat, 13 vv 
Magnificat, (6 th tone) 8vv 
Magnificat, (7"' tone) 12 vv 
Magnificat, (8th tone) 8 vv 
Music for Compline 
Frates sobril estote, 11 vv 
Cum invocarem, 12 vv 
Super aspidem, 12 vv 
Ecce nunc, 15 vv 
Ave Regina caelorum, 12 vv 
In te Domine speravi, 8 vv 
Qui habitat, 8 vv 
Music for Holy Week 
1" Lamentation for Maundy Thursday, 8w 
Miserere, 11 w 
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POLYCHORAL IDIOM - ORIGINS AND DEVELOPMENT 
Polychoral music is the designation generally applied to music in which two or more 
independent and consistent groups of voices take part. The dialogue between the 
groups becomes the fundamental compositional device giving rise to passages where 
the groups sing alternately and others where they sing together. 
To date, the most comprehensive study of the origins and early development of 
the idiom is that of Anthony Carver . 
45 He identified the following main origins and 
means of development: application of polyphony to the monophonic antiphonal 
psalmody tradition; projection onto ensembles of eight or more voices of two 
polyphonic techniques used in the time of Josquin (namely voice pairing in which the 
pairs alternate in contrasting ways and a particular double-choir canon type used by 
Mouton and his contemporaries). In the early sixteenth century, in the north of Italy, 
several composers such as Francesco Santa Croce showed interest in such an idiom 
and introduced new developments. It was in the second half of the century that 
polychoral music became most popular after the publishing, in 1550, of Willaert's 
famous Vespers psalm settings for double-choir. 46 While Willaert and most of his 
contemporaries mostly used a kind of 'non-repetitive' antiphony (each choir answers 
the other with new text and new MUSiC), 47 the French composer Dominique Phinot 
4S Carver, Cori Spezzati. 
46 Di Adriano et di Jachet. I salmi appertinenti alli vesperi per tutte lefeste dell'anno, parte a 
versi, et parti spezzadi accomodati da cantari a uno et a duoi chori. Venice, A. Gardane, 
1550. Modem edition CMM 3, Vol. 8. 
47 Exceptions can be found for instance in the doxology of one of Willaert's psalms where the 
two choirs altemate with the same text. 
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published five double-choir motets, 8vv, in 154848 where he used antiphonal 
repetition or variation, representing a much more dynamic relationship between the 
choirs. 49 As Carver says '-we might see Phinot and Willaert as representing the twin 
poles of polychoral writing up to 1550. Between them, in only a handful of pieces, 
they summed up the origins of coro spezzato and laid the foundations for later 
exponents'. 50 
During the second half of the sixteenth century the polychoral idiom acquired 
an international dimension since it was cultivated by many composers in Venice, 
Rome, all Northern Italy, Germany and Spain as Carver describes in his study. 
51 Other 
important centres are known to have existed, such as in Portugal and in the New 
World, but little is known about their characteristics. Presently, Venice and Rome are 
the most well known centres for polychoral music and several studies focus on their 
characteristics. 
One relevant study is that by O'Regan 52 who studied polychoral Roman music 
within the period 1575-1621. The following period was considered by Graham Dixon 
in his dissertation Liturgical Music in Rome 1605-45.53 
43 These motets are included in the collection Liber secundus mutetarum, sex, septem, et octo 
vocum. Lyons, G. & M. Beringen. P 2017.1548. Modem edition CMM 59, Vol. 4. 
49 Concerning Dominique Phinot see Carver, Cori Spezzati, Vol. I, pp. 57-9. 
50 See Carver, Cori Spezzati, Vol. I, p. 15. 
51 See Carver, Cori Spezzati. A comprehensive study of sacred music in Northern Italy, which 
complements Carver's book, is given by Roche, North Italian Church Music in the Age of 
Monteverdi. 
52 N. O'Regan, Sacred polychoral music in Rome. 
53 See Dixon, Liturgical Music in Rome. See also Dixon, 'The Origins of the Roman 
"Colossal Baroque" '. 
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Carver and O'Regan consider the 1570s as being the years during which the 
polychoral idiom in Rome developed from an embryonic stage into a polychoral stage 
properly so-called, in which the choirs are harmonically independent and antiphonal 
exchange is the major compositional tool. 54 In the 1620s Roman polychoral music 
developed into what has come to be known as the 'Colossal Baroque' where 
55 polychoral music was increasingly written for three or more choirs. After the 1630s 
the style went into decline not only in Rome but also in Venice and elsewhere in 
Northern Italy giving place to other genres using more flexible textures such as the 
concertato in which antiphonal sections contrast with solos or duets made possible 
through the introduction of the continuo. In other centres such as those in Germany 
the popularity of the style prevailed further into the seventeenth century. 56 As will be 
seen through the present study, in Portugal and Spain the polychoral idiom seems to 
have been popular during the whole of the seventeenth century. 
One important aspect that might have contributed to the impetus and 
development of polychoral music, is related to the assumptions established during the 
catholic Reformation period. 57 As O'Regan concludes with respect to Roman music, 
54 See Carver, Cori Spezzati, Vol. I, pp. 4-5 and 107-9. See also O'Regan, 'The early 
polychoral music of Orlando di Lasso: new light from Roman sources', pp. 240-1. 
55 See Dixon, 'The Origins of the Roman "Colossal Baroque" ', p. 116, and Liturgical Music 
in Rome, p. 273. 
56 See Carver, Cori Spe=ati, Vol. 1, p. ix. 
57 For a further discussion concerning the consequences of the Council of Trent on sacred 
music see Fellerer, 'Church Music and the Council of Trent'. Specific aspects with regard 
to polychoral music are discussed by Carter, Music in Late Renaissance and Early Baroque 
Italy, Chapter 7, and by O'Regan, 'The Early Polychoral Music of Orlando di Lasso'. The 
latter provides several examples of pieces that were revised in order to conform with the 
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the more elaborate polyphony of the Franco-Flemish tradition began to be unsuitable 
because of the difficulty of clear recognition of the text. Homophonic writing is 
undoubtedly the texture that best overcomes this difficulty, but it does not seem to be 
interesting enough by itself. So, it was necessary to look for another kind of writing 
where the clear presentation of the text could be reconciled with some kind of variety 
and contrast. Polychoral music, where two or more groups of independent voices sing 
separately and together, proved to be a possible answer to this problem. As O'Regan 
says, 'increasing the number of voices proved to be the answer, this no longer meant 
thickening the texture with increased imitation, but grouping the voices in a flexible 
way and providing contrast between groups which themselves retained a largely 
declamatory and homophonic style, allowing the text to be comprehensible. ... 
Polychoral music and the concertato principle were the response of composers to the 
58 
new conditions imposed for the writing of sacred music in post-tridentine Rome'. 
In Venice, the fame of the polychoral idiom was greatly enhanced by the works 
of Giovanni Gabrieli which are often more complex, both contrapuntally and in terms 
of structure, than comparable works by Roman composers. Other aspects seem to 
have been more relevant than the textual clarity requirements of the Catholic 
Reformation period. Gabrieli, like other Venetian composers, seems more interested 
in sonority per se and increasingly focuses on large-scale architectonic issues to 
clarify his musical structures. 59 As Tim Carter puts it 'if Rome's power and influence 
lay in its position as head of the Catholic Church, Venice owed its importance to 
ideals of a clear intelligibility of the text. 
5a See O'Regan, Sacred Polychoral Music in Rome, p. 10. 
59 See Carter, Music in Late Renaissance and Early Baroque Italy, pp. 120-1. 
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being at the centre of a mercantile empire spreading west well into the North Italian 
mainland and east through the Mediterranean.... These different political 
circumstances placed somewhat different demands upon the arts, including music. 
Here music was less of an expression of post-Tridentine conformity than a powerful 
articulation of the 'myth' of Venice. 60 As a result, the stylistic characteristics of the 
idiom vary significantly from Rome to Venice and further differences should be 
expected in other musical centres such as the Spanish and Portuguese ones. 
POLYCHORAL IDIOM - STRUCTURAL AND FORMAL ASPECTS 
As the polychoral idiom develops to an established stage throughout Europe (ca. 
1570) it is possible to trace the main compositional parameters of the idiom which are 
dealt with in different ways by the individual composers. In some situations a 
common attitude towards those parameters makes it possible to identify general styles 
usually linked to geographical centres of musical production. The main compositional 
parameters of the idiom which will be further described below concern the following 
aspects: independence of choirs; voice/clef combination of choirs; manipulation of the 
choirs (antiphonal techniques and tutti sections); and other aspects of texture. Other 
general aspects which played an important role within polychoral writing concern 
rhythmic issues such as the introduction of short note-values assigned to consecutive 
syllables, and the kind of genres to which polychorality was applied. 
60 See Carter, Music in Late Renaissance and Early Baroque Italy, p. 113. 
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In polychoral writing the choirs have a consistent and individual existence. 
Italian theorists such as Vicentino and Zarlino recommended that each choir should 
always be harmonically complete and self-sufficient (harmonically independent) even 
in tutti sections because the choirs may be singing spatially separated. As a result 
bassus parts must have either the root or the third of the chord 61 and the resulting joint 
movement of bassus parts is rather restricted: Zarlino recommends that the bassus 
parts should follow the same notes since doubled notes are more likely to be heard 
and also allow for more variety in the harmony. 62 When the bassus parts follow the 
same notes they can mirror each other by contrary motion (alternating unisons and 
63 octaves). Alternatively, as recommended by other theorists, such as Artusi in 1589, 
they can move in parallel unison (or parallel octaves). 64 
Looking closely at the repertory it can be seen that some works do not follow 
these recommendations systematically and the choirs occasionally (or even 
frequently) lose their independence by giving the fifth of the chord to the bassus part 
of one (or more) choir(s). It is believed that in such works the choirs would be singing 
close to each other and that harmonic independence is closely linked to performance 
Zarlino in 155 8 reconunends that... li Bassi de i chori si pongono tra loro sempre Unisoni, 
overo in Ottava; ancora che alcune volte si ponghino in Terza: ma non si pongono in 
Quinta: percioche torna molto incommodo... '. See Zarlino, Le istitutioni harmoniche, Terza 
Parte, Cap. 66, p. 268. 
62 See Carver, Cori Spezzati, Vol. I, pp. 5-12. In these pages, Carver makes a comparative 
study of the musical treatises Le istitutioni harmoniche (1558,1562,1573 and 1589) by 
Zarlino and Lantica musica ridotta alla moderna prattica (1555) by Vicentino as regards 
polychoral writing. 
63 For an illustrative example see Appendix 5, Missa Cantate Domino, Credo, bars 94-9. A 
similar example is given by Vicentino (reproduced by Carver, Cori Spezzati, Vol. I, p. 10). 
64 See Carver, Cori Spezzati, Vol. I, p. 164. For an illustrative example see Appendix 5, 
Missa Cantate Domino, Credo, bar 41-6. 
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issues. 
When writing for more than one choir, composers could choose between using 
the same and different voice (and clef) combination in each choir. It seems that there 
are typical choices according to the places where music was written. For instance, in 
Rome, there was a tendency to use the same combination for each choir, namely 
SATB. On the other hand in Venice, a common combination used one choir with 
upper voices and another with lower voices (coro grave) and the tessitura, of the 
highest and lowest parts was often such as to require instruments. 
Antiphonal exchange is the major compositional tool in polychoral writing and 
antiphonal phrases may be short or long in duration. They may apply to a single word 
(even of only one syllable) or to longer phrases of three or more breves. Antiphonal 
exchange is used in many different ways throughout the repertory. In particular, since 
the early stages of polychoral writing, antiphonal repetition 65 became an important 
device and gave rise to many related variants. Varied antiphonal repetition is more 
frequent than exact repetition 66 and basically consists of the following alternatives: 
transposition to a different pitch; changing melodic, harmonic or rhythmic details; 
beginning the same but ending differently, or vice versa; and extending the repeat by 
adding the next phrase of text, or continuing with a tutti. One typical example results 
from the combination of tlýe first two alternatives: the bassus part is transposed and 
6s Antiphonal repetition is the designation applied to antiphonal exchange when the text sung 
by one choir is repeated antiphonally by the other(s) choir(s). 
66 Exact antiphonal repetitio-n simply consists of setting a certain text passage for one of the 
choirs and then repeating the same music and text by the other choir. 
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the other parts may exchange or have new music. When the bassus part is transposed 
(usually by fourths or fifths) more than once, antiphonal exchange results in an 
antiphonal sequence. 
One aspect, which is closely related to antiphonal writing, is the overlap 
between choirs and the type of entries used for each choir. One procedure consists of 
the use of a clear division between the choirs at changeover points: all the voices of 
the incoming choir enter after the outgoing one has come to rest on a resolution chord. 
Another alternative includes overlap of the choirs at take-over points. Entries can be 
simultaneous, imitative or close to simultaneous with only one or two voices slightly 
anticipated or delayed. 
Tutt! sections assume a very important role in polychoral works. They are 
frequently used as punctuation marks being systematically applied to the endings of 
textual and musical sections. They can be also used to relieve monotony or to 
emphasise particular words or text passages. 
Tutti sections usually arise from an overlapped choral exchange in which the 
leading choir continues while the other choir imitates, or from the merging of multiple 
exchanges. When antiphonal exchange is performed very rapidly and successively 
with very short rests in between, a quasi-tutti effect may be produced. 
Tutti sections may be short or long. The former are usually homophonic while 
the latter are usually written in a more polyphonic style with a slower harmony where 
the choirs may lose their individuality and merge into one. Longer tutti sections are 
frequently used in endings. 
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Regarding other textural aspects they seem to be strongly influenced by the 
different motivations for polychoral writing: one is concerned with textual clarity 
resulting in a predominantly homophonic texture, and the other is mostly concerned 
with purely musical issues using more counterpoint and less homophony. 
Many homophonic sections are enlivened by the introduction of polyphonic 
devices within the section such as: short crotchet runs; ornamental figures (dotted 
crotchet/quaver and quaver runs); anticipation or retardation of single voices; and 
limited use of imitation. This type of enlivened homophonic texture will be referred to 
as pseudo-polyphonic. 67 
Textural aspects also concern the way in which composers deal with the large 
number of voices involved in the works. Typically the choirs are combined alternately 
in antiphonal and tutti sections throughout the work. If the choirs are kept as 
autonomous entities within tutti sections these are usually set homophonically. If the 
choirs lose their consistency within tutti sections the voice texture can be greatly 
varied by merging the choirs into one block of voices which can be grouped in 
different ways within a polyphonic texture. One further device used in some works for 
attaining ffirther textural contrasts consists in the inclusion of reduced-voice sections, 
usually single-choir sections. 
Another important aspect concerning the basic procedures and innovations of 
polychoral music concerns note-values and rhythm. Most polychoral music exhibits a 
wide range of note-values and the use of short note-values on consecutive syllables, 
67 The designation 'pseudo-polyphonic' is used by O'Regan in his dissertation Sacred 
Polychoral Music in Rome. 
25 
not common in the earlier polyphonic style. Rhythmic variety is another characteristic 
of most polychoral music eventually influenced by instrumental music. Devices such 
as syncopation and triple-time became common procedures rather than exceptions. 
One final aspect concerns the genres used for polychoral writing. At an early 
stage the most common genres were Vespers psalms. Towards the end of the sixteenth 
century other genres came into use. In Venice, for instance, the most common genre 
was the motet while in Rome, Vespers psalms and Magnificat settings were the most 
popular ones. 
PRESENT STUDY 
The main core of this study relies on the edition and reconstruction of missing parts of 
the works by Garro, Lobo and Pedro de Cristo contained in Volume II. Since no other 
polychoral works of Garro or Lobo are known to exist, the reconstruction process had 
to be based mainly on the analysis of the surviving parts of the works to be 
completed. Some reconstruction issues are included in the Editorial Practice. 
In the context of this study a chronology of relevant composers has been 
compiled in Appendix I for ease of comparison. For those composers included in the 
appendix the dates will - in general - not be attached to their narnes throughout the 
text. 
The description of the sources used for the editions of Volume II is considered 
in Chapter 2 of this volume. The chapter also provides a brief description of the 
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sources containing the polychoral works by Rebelo, a comprehensive study of the 
polychoral music listed in the catalogue of the music library of JoZ! o IV, and an 
account of further existing sources. Appendices 2 to 4 complement this chapter by 
providing several comprehensive lists of the sources of Garro's polychoral music, a 
complete list of all manuscript polychoral works in the catalogue of Joao IV's library, 
and a list of further works referenced in other sources. 
In order to increase the understanding of the impact of the fashion for 
polychoral writing in Portugal, an analysis of the individual polychoral styles of 
Garro, Lobo, Pedro de Cristo and Rebelo is carried out in Chapter 3, following the 
parameters established in the previous section (polychoral idiom - structural and 
formal aspects). This analysis is based on the repertory edited in Volume II and on the 
published works by Rebelo. Appendices 5 to 9 complement the chapter. 
Given the particular historical circumstances and connections with Spain the 
repertory is also studied within the large context of the Iberian Peninsula in Chapter 4. 
A list of Spanish polychoral works published in modem edition, contained in 
Appendix 10, together with a set of exemplifying bassus-parts motion by Philippe 
Rogier contained in Appendix 11, complements this study. Furthermore, a 
comparative study with the main polychoral trends in Europe is also considered in 
Chapter 4 in order to understand how the studied repertory fits into the wider 
international picture. 
For convenience of consultation the Editorial Practice and Critical 
Commentary are placed at the end of Volume I after the appendices. 
Chapter 2 
The polychoral repertory and its sources 
This chapter provides a description of the sources containing the polychoral works by 
Francisco Garro, Duarte Lobo and Pedro de Cristo which are edited in volume H of 
this study. A more detailed description is given for Garro's sources since they have 
not been comprehensively described before. The chapter also provides a description of 
the sources containing Rebelo's printed polychoral works analysed in Chapter 3. 
Finally, a description of other sources containing references to Portuguese polychoral 
works, such as the catalogue of the music library of Joao IV, is given. 
FRANCISCO GARRO 
Polychoral collection 
The polychoral. collection of Garro was published in 1609 in Lisbon and was 
dedicated to Philip III of Spain. It was printed by Pedro Craesbeeck in partbooks with 
dimensions 281 x 207 nun. The number of printed copies is unknown. The title-page 
reads: TRANCISCI GARRI NATIONE NAVARRI; NUNC IN REGIA CAPELLA 
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OLISIPONENSI CAPELLAM, ET IN EADEM MUsices prxfecti opera aliquot: AD 
PI-EEUPPUM TERTIUM HISPANIARUM Regem, secundi Lusitanix. Missae 
quatuor, octonis vocibus tres, & una duodenis. Defunctorum lectiones tres, octonis 
vocibus. Tria Alleluia, octonis etiam vocibus... '. The title page, the licences and the 
dedication to Philip are found in partbooks MI 81, BA 75 and BL 1.1 
The specific contents of the collection are the following: 
* four masses: Missa Cantate Domino, 8vv; Missa Fili quidfecisti nobis sic, 
8vv; Missa Domine in virtute tua laetabitur rex, 2 12vv; Missa Pro defunctis, 
8vv, 
* three lessons Pro defunctis for 8vv: Parce mihi Domine; Responde mihi; 
Spiritus meus, 
As noted in Chapter 1 another publication containing Garro's works appeared in the same 
year -a choirbook with antiphons, masses and motets for 4,5 and 6vv. The licences and 
dedication are the same in both publications. The modem edition and study of this 
choirbook was made by Latino, Francisco Garro, Livro de Antifonas, Missas e Motetes. In 
the Introduction of her book, Latino notes: 'The fact of both collections having been 
printed in Lisbon, in the same year, has led the majority of authors who, from the 18 th 
century onwards, made reference to Garro and his work, to mention the existence of a 
single book of Masses published in the Portuguese capital in that year. This confusion is 
evident in the texts by, among others, Diogo Barbosa Machado, Joaquirn de Vasconcelos, 
Ernesto Vieira, Sousa Viterbo etc. Only Manuel Joaquirn mentions, in connection with the 
collection of choirbooks extant at Coimbra Cathedral in 1635, that the Mass partbooks to 
be found there "are not what was printed in Lisbon in 1609". ' See Latino, Francisco 
Garro, Livro de Antifonas, Missas e Moteles, p. XXXVIH. 
2 Missa Domine in virtute tua laetabitur rex contains two versions of Domine Deus and two 
versions of Crucifixus all set for 4vv. 
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a three Alleluias for 8vv for the first three masses. 3 The corresponding verses 
are: Alleluia I- Tanto tempore vobiscum; Alleluia IEI - Vidimus stellam; and 
Alleluia M- Ego vos elegi (4vv) and Assumpta est Maria. 
The collection consists of thirteen partbooks one of which contains a Guiam 
4 
part. The Guiam was printed only for the first three masses, named Guiam da Missa I 
do sexto modo, Guiam da Missa 11 do terVo modo, and Guiam da III Missa do 
primeiro modo, respectively. The collection is mentioned in several inventories 
6 
studied by Manuel Joaquim5 and by Jose Climent. In addition, it is known that the 
music library of Jodo IV once contained a copy. 7 Adriana Latino made a preliminary 
brief description of the collection. 8 
3 Each Alleluia is associated in the print with the corresponding mass through the indication 
Ad I (II or Ifl) Missam Alleluia, respectively. 
4 Part composed of the lowest-sounding notes, i. e. a basso seguente, which is called Guiam in 
Portugal. 
Manuel Joaquirn describes an inventory of the Cathedral of Coimbra which contains an 
entry indicating - Outo Cartapacios de Garro (eight partbooks by Garro). He also refers to 
the fact that in 1620 an inventory made in Portalegre contained the following description of 
the collection: 'dose Cartapagios de missas de garro e hu gido que sao trese' ('twelve 
partbooks of masses by Garro, and one Guiam part which totals thirteen'). See Joaquin-4 Os 
Livros de Coro da Sj de Coimbra, em 1635, p. 20. 
6 Jos6 Climent mentions several inventories of the Archive of the Cathedral of Valencia 
(1618,1625,1632,1657) which contain an entry with Garro's complete collection. See 
Climent, AnMXXI, p. 219 andJuan Bautista Comesysu Tiempo, pp. 150,152 and 155. 
See Ribeiro, Livraria de Mýsica de EI-Rei D. Ado IV, Vol. I, caixao (bookcase) 20, entry 
565. 
She indicates the contents and gives some comments on the collection based on Manuel 
Joaquim's study. She also makes an attempt to locate all the partbooks containing Garro's 
works but her conclusions seem to be inconsistent and incomplete as shall be seen below. 
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No complete set of the thirteen original partbooks has been located. Only three 
partial sets are known to survive and can be found in: Coimbra, Biblioteca. Geral da 
Universidade; Braga, Biblioteca Pfiblica; and London, British Library. 
The partbooks preserved in C BGU contain no indication as to their 
provenance. 9 The six partbooks preserved in Ln BL have a stamp of Joaquim. de 
Vasconcelos. 10 Since it is known that Joaquim de Vasconcelos sold a set of six 
partbooks in 1898,11 it seems that these are Vasconcelos' copies. In B BP no record 
exists which would help with indicating the provenance of the partbooks there 
See Latino, Francisco Garro, Mestre da Capela Real de Lisboa, pp. 56-7. 
9 Manuel Joaquirn suggests that there might have been two collections in Coimbra, one in the 
Cathedral and the other in the Monastery of Santa Cruz (see Joaquim, Os Livros de Coro 
da Sý de Coimbra, em 1635, p. 20). Since all the material kept in the Cathedral and the 
Monastery was transferred to C BGU it seems likely that the surviving partbooks came 
from either (or both) institutions. 
10 Joaquim de Vasconcelos (1849-1936) was noted for several relevant studies including his 
early comprehensive dictionary Os musicos portuguezes: biographia-bibliographia (1870) 
that laid the foundations for modem Portuguese musicology. Other important studies 
include the book El-Rey D. Jodo o 4' (1900), and the first studies of the Index of Joao IV's 
library, namely 'Ensaio Critico sobre o Catalogo d'el-Rey D. Joao IV' (1873) and Primeira 
Parte do Index da Livraria de Musica do Muito Alto, e Poderoso Rey Dom Jodo o IV, ed. 
(1874). Vasconcelos owned a valuable music library for which he published a catalogue in 
1898. Several music pieces are referenced in the catalogue such as a set of six partbooks of 
Garro's polychoral collection which he classifies as colecqdo rarissima e desconhecida 
(very rare and unknown collection). See Vasconcelos, Catalogue des Livres Rares, pp. 14- 
5. 
Manuel Joaquirn observed that in one of the copies of the catalogue of Vasconcelos' 
library there was a hand written indication noting that the set had been sold in 1898. See 
Joaquim, Os Livros de Coro da Sj de Coimbra, em 1635, p. 2 1. 
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preserved. 
12 
Some of the surviving partbooks contain one voice per book and others contain 
different voices in the same book. This may lead to some confusion in the 
identification of the existing voice-parts and in order to obtain a clear picture a full 
description of all the existing parts is required. Appendix 2 contains different listings 
of the existing partbooks according to different criteria. 13 As a result it is possible to 
gather all but one part from each work. 
The missing part is always in choir I but changes from work to work - tenor for 
Missa Cantate Domino, Missa Domine in virtute tua and the Alleluias; second 
superius for Missa Fili quid and Missa Pro defunctis; and superius for Lectiones Pro 
defunctis, (see Appendix 2.4). 
As can be seen in Appendix 2 all the partbooks for choirs 11 and IH exist and 
contain one voice per book. 14 From Appendix 2.4 one can see that the voice 
combination in choirs 1E[ and IH is the same throughout the collection (SATB). The 
fact that choir I seems to present two kinds of voice combination (SATB and SSAT) 
throughout the different works necessarily gives rise to partbooks with more than one 
12 The last blank folios of each of the partbooks kept in B BP (with the exception of the 
Guiam) contain manuscript music of Manuel Cabreira. 
13 Appendix 2.1 through 2.3 describe the partbooks in each of the three libraries and the 
concordances between them. Appendix 2.4 describes the existing parts in the libraries by 
work and indicates which part is missing and which sources were used for the present 
editions. 
14 With the exception of BL 4 in which the Pro defunctis mass contains the Introitus and the 
Kyrie for T2 and the remaining movements for S3 (See Appendix 2.4). 
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voice. 15 
The surviving partbooks show that little care was taken in the binding process 
and the resulting arrangements are not always concordant. As can be seen in Appendix 
2 partbooks MI 81, BA 75, BL 1, BL 2, and BL 4 do contain different voices in the 
same book but are not fully concordant - MI 81 and BA 75 present exactly the same 
mixed contents, but the BL partbooks - BL 1, BL 2 and BL 4- have only partial 
concordances with other partbooks. A closer look at the existing partbooks for choir I 
suggests the following arrangement for the various voice-parts: a partbook for Sl; a 
partbook for A; a partbook for T (in the SATB pieces) and S2 (in the SSAT pieces); 16 
and a partbook for the lowest voice -B (in the SATB pieces) or T (in the SSAT 
pieces). 17 This kind of distribution requires extra care with the binding process. One 
factor which might have contributed to some confusion in the binding process is 
probably the fact that in some works different voices start exactly on the same folios. ' S 
Regarding the identification of the voice-part which is missing in each piece, the 
solution presented in Appendix 2.4 is the result of musical and stylistic analysis: the 
existence of large gaps in tessitura between surviving voices; the comparison of 
15 Adriana Latino in her brief description of the collection presents a single voice 
combination (SATB) for all choirs and pieces and some of her listings of voice parts are 
not concordant with the existing parts. It is believed that the confusion was due to the 
mixed partbooks which might not have been carefully consulted. See Latino, Francisco 
Garro, Mestre da Capela Real de Lisboa, pp. 56-7. 
16 As suggested by partbook BL 2. 
17 As suggested by the partbooks MI 81 and BA 75. 
1" For instance compare BL I and BL 2 Pro defunctis mass (Appendix 2.3). 
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different sections; and above all the use of compositional techniques such as 
antiphonal repetition. Some of the arguments used are described next. 
Missa Cantate Domino and Missa Domine in virtute tua follow the combination 
SA[T]B. The missing part is easily identifiable from the large gaps in tessitura 
between the altus and bassus parts and the use of exact or transposed antiphonal 
repetition (for instance see bars 20-32, pp. 8-9, from the Gloria of the first mass). 
The Guiam part also helped to identify the missing part: for instance in Missa 
Fili quid the lowest part of choir I has to be the tenor and therefore the possibility of a 
SAT[B] voice combination is eliminated. The analysis of the verse of the 
corresponding Alleluia for this mass then leads to the conclusion that the missing part 
of the mass is the second superius 19 and the missing part of the Alleluia (which is the 
same for the remaining Alleluias) is the tenor due to the identification of a common 
section set for choir I as can be seen in Example 2.1. a) below. 20 Part of the Alleluia 
verse seems to have the same music as the Benedictus, with the necessary changes 
imposed by the texts. In this common section S2 from the Alleluia fits into the 
missing part of the Benedictus and T from the Benedictus fits in the missing part of 
the Alleluia. A further confirmation is given by another common section as can be 
seen in Example 2.1. b) - the final bars of the verse now set for double-choir are very 
similar to part of the Kyrie. In this common section the superius parts of choir I seem 
to exchange and the first tenor of the Kyrie fits into the missing voice of the verse (all 
remaining voices are alike except for T2). 
19 The resulting voice combination would then be SSAT. As will be seen in the following 
chapters this combination is very typical in the Iberian Peninsula. 
2" Example 2.1. a) contains only part of the common section. The complete section can be 
seen in Volume H, at bars 38-56 of the Alleluia, pp. 259-261, and the Benedictus, p. 77. 
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Example 2.1 a) - Common section in Missa Fill quid and the corresponding Alleluia: 
Vidimus stellam... and the Benedictus 
Vidimus stellam 
38 (clefs: G2 G2 C2 [ ]) 
Vi - di - ums stelam e- jug in 0- ri - en - to, et le . 
1 g* 9999 19 9 F' 9 ýl> 9 F' la 52 
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Example 2.1b) - Common section in Missa Fili quid and the corresponding Alleluia: 
Adorare Dominum... and the Kyrie 
Adorare Dominum 
(defs: G2 G2 C2 G2 C2 0 F3) 
A 
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do - 
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Missa Pro defunctis also follows the voice combination SSAT which can be 
confirmed from the comparison of Agnus Dei I and III: bars 12-25 (Agnus Dei I), pp. 
210-1, and bars 65-77 (Agnus Dei III), pp. 215-6, contain the same T and B parts and 
the other two parts admit a perfect voice exchange therefore identifying the missing 
part as S2. 
The identification of a missing S1 in the Pro defunctis lessons is confirmed 
through exact antiphonal repetition for instance at bars 56-58, pp. 227-8, and bars 66- 
8, p. 229 of the first lesson. 
Pedro Craesbeeck's print shows little care and required a long list of notes in the 
Critical Commentary. Inconsistencies and errors are found in many aspects such as: 
text underlay - missing or misplaced text; missing notes and rests (an extreme 
example is found in the Guiam part of the second version of Crucffixus of Missa 
Domine in virtute tua where bars 9-18 are missing); clefs, accidentals, mensuration 
signs, ligatures and coloration. The Critical Commentary gives an idea of the amount 
and type of errors which were found in Garro's printed works. 
Some of the errors had already been corrected by hand or through the pasting in 
of little pieces of printed paper. Many of these pasted pieces have not lasted through 
time. Some of these are still loose in the books but others have been probably lost. 
Comparing common voice-parts in different partbooks, it is possible to find errors in 
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one and the correct version in the other, either by posterior correction (by hand or 
pasting) or by original printing. 21 
Inconsistencies are also frequent in the surviving partbooks. Like the printer's 
errors, they occur in many aspects such as: text underlay - in homophonic sections the 
text placement is sometimes different for different voices; clefs - when two voices 
have the same music, such as happens in common sections or with the Guiam and 
lowest part, they may have different clefs (for example, compare the altus parts in 
Example 2.1a), and the first superius of the mass with the second superius of the 
Alleluia in Example 2. l. b)); and accidentals. 
Inconsistencies involving accidentals occur very frequently, for instance when 
several voices have the same note some may be altered and the others not (this 
happens very often in tutti sections, exact antiphonal repetition (for example at bars 
27-30, p. 102), and between the Guiam part and the lowest part). Other types of 
inconsistencies involving accidentals are also frequent and some are related to 
melodic alterations in neighbouring notes. For instance, in the Agnus Dei of Missa 
Domine in virtute tua, bar 28, p. 165, Sl has aG sharp on aC major chord for a final 
cadence to F; in the Gloria of Missa Cantate Domine, bar 22, p. 8, B2 has DE flat D 
and A2 has aC sharp producing a double 'leading note' which does not occur in other 
similar situations such as at bar 32 of the Credo of Missa Cantate Domine, p. 18, 
where the same cadence occurs but without the C sharp in the Al. Furthermore, in the 
21 As can be seen in the Critical Cor=entary, the partbooks which contain correct versions 
by original printing are BL 2 and BL 3. This suggests that these partbooks represent a later 
imprint or a later stage in the print-run. 
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fonner place (p. 8) where B2 has DE flat D the Guiam has DED producing an 
additional inconsistency. 
Error and inconsistency detection is sometimes facilitated when there is 
repetition of musical sections or equal voice parts as happens in the Communio of the 
Pro defunctis mass (see musical example in the Critical Commentary). 
It is worthy of note that this collection was the first print of polyphonic music 
undertaken by Pedro Craesbeeck and being so it seems more likely that most of the 
errors and inconsistencies found are due to the printer's inexperience rather than to the 
composer. Nevertheless this remains an open question since some of the errors are 
difficult to judge. For instance, in Missa Domine in virtute tua, pp. 155-6, bars 14-17 
contain a transposed antiphonal repetition but in choir H there are differences in the 
superius, altus and tenor which produce parallel octaves between the altus and tenor. 
Is this due to the composer or to the printer? 
DUARTE LOBO 
Polychoral works published in Opuscula 
Opuscula was published in partbooks in 1602 and dedicated to D. Miguel de Castro, 
Archbishop of Lisbon. 22 It was printed in Antwerp by J. Moreto - Plantin firin - and 
22 The dedication is followed by two poems written by the priest Manuel Correia invoking the 
names of Duarte Lobo and D. Miguel de Castro. Alegria suggests that the inclusion of these 
poems had a relevant impact on the prestige of Duarte Lobo at the time. See Alegria, 
Polifonistas Portugueses, pp. 38-9. 
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500 copies were made with dimensions 220 x 165 mm. 23 The partbooks contain: 
* two sets of eight Responsories for Christmas, 4vv and 8vv: Hodie nobis caelorum, 
Hodie nobis de caelo, Quem vidistis pastores, 0 magnum mysterium, Beata Dei 
genitrix, Sancta et immaculata, Beata viscera, and Verbum caro; 24 
o Missa Natalitiae Noctis, 8vv, 25 
& thrce Marian Antiphons, Sm Alma Redemptoris mater, Ave Regina caelorum, and 
Regina caeli laetare; 
9a Salve Regina, three choirs, 1 1w. 26 
The collection was published in eight partbookS27 and is already described by 
Jos6 Augusto Alegria28 and Annindo Borges . 
29 No complete set of these partbooks 
23 See Borges, Duarte Lobo, pp. 95. 
24 In the original printed partbooks of the 8vv Responsories there is an indication - chorus - 
in all double-choir sections. 
25 In sections 'Et incarnatus' and 'Et in Spiritum Sanctum' of the Credo of choir 11 there is a 
printed indication for instrument - Organum. 
26 In verse 'Eia ergo' of the original printed partbooks Al of choir I contains the indication 3 
voc.. In the last verse there is an indication chorus 8 voc. in all parts of choirs H and III and 
an indication chorus in Al of choir I. 
27 According to the description in Alegria, Polifonistas Portugueses, p. 40. 
2' Alegria makes a brief description of the printing process, noting that the works were ready 
for publishing in 1600 and the delay was caused by the lack of musical printing characters 
in Lisbon publishers. As a result Duarte Lobo decided to contact a foreign publisher, the 
Plantin firm, which published not only the Opuscula but also all his future works for print. 
Alegria also comments on the dedication and following verses, and gives a summary of the 
contents of the collection. Finally, he briefly comments on the surviving partbooks: he 
mentions that seven partbooks have survived but does not give their location, except for 
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has survived. The existing partbooks can be found in the following archives: 
e Coimbra, Biblioteca Geral da Universidade - (4 partbooks): Superius, 
Superius 2, Altus 2 and Bassus 2; 30 
* Valladolid, Archivo de Musica de la Catedral - (6 partbooks): Altus, Bassus, 
Superius 2, Altus 2, Tenor 2 and Bassus 2; 31 
e Evora, Biblioteca Pfiblica - (1 partbook): Bassus 1.32 
one partbook kept in E BP (described below). See Alegria, Polifonistas Portugueses, pp. 
35-40. 
29 Borges makes a detailed description of the printing process and provides a great amount of 
correspondence exchanged during this process. He identifies the surviving partbooks of the 
collection and gives their location (C BGU, V AMC and E BP). He also gives a detailed 
description of the contents and identifies the main motive of the mass together with its 
statements throughout the responsories. Finally, he provides a possible explanation for the 
origin of the main motive. See Borges, Duarte Lobo, pp. 95-115. 
The provenance of these partbooks is known to be from the Monastery of Santa Cruz, 
Coimbra, since all partbooks contain the indication - Da Comunidade de sancta Cruz - on 
the title page. 
31 The provenance of these partbooks is unknown. 
32 Alegria notes that in ltvora there existed at least two collections, one in the Cathedral and 
the other in the Convento de S. Jodo Evangelista dos Frades Loios. The first has been lost 
and its existence is only known through a reference dated 140' October 1602 in Livro de 
Lembrangas)JI1 (1601-1605), fl. 78v, Arquivo, da S6, CEC. From the- second only the 
bassus partbook here considered survived. The existence of the complete set is deduced by 
the title page indication Outo, cadernos dos Respons6rios do Natal compostos por Duarte 
Lobo conego de Lixboa (Eight partbooks of the Christmas responsories composed by 
Duarte Lobo canon of Lisbon) hand written by Andre de S. Jer6nimo, rector of the Loios 
choir. The rector also inscribed in several pages the ownership of the partbooks. See 
Alegria, Polifonistas Portugueses, p. 40. 
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In order to provide a clear view of the existing and missing parts, Table 2.1 is 
provided. The table also provides information concerning the source used for edition 
(in bold) and the missing voice (in grey). 
Table 2.1 - Polychoral works in Opuscula: Distribution of the existing 
partbooks by voice-part 
Works for 8vv in Opuscula 
[Tlj, ý, " BI si Al 
C BGU MI 63 
V AMC VA 1 VA 2 
EBP EB 
S2 A2 T2 B2 
MI 64 MI 65 MI 66 
VA 3 VA 4 VA 5 VA 6 
Salve Regina, I 1w (3 choirs) 
Al 
C BGU 
V AMC VA 1 
EBP 
I S2 A2 [T21 BI S3 A3 T3 B2 
C BGU MI 63 MI 64 MI 65 MI 66 
V AMC VA 1 VA 2 VA 3 VA 4 VA 5 VA6 
EBP EB 
Through Table 2.1 one can see that for the 8vv works only the TI partbook is 
missing, and for Salve Regina three voice-parts are missing: SI, T1 and T2.33 As in 
33 Alegria identified the missing part for the 8vv works as being an altus but no justification 
is provided. Nothing is said about the missing parts of Salve Regina. See Alegria, 
Polifonistas Portugueses, p. 40. Borges identifies the missing part for the 8vv as being a 
tenor and notes that for choir I of Salve Regina it is not possible to identify completely the 
voice combination. He suggests that either a SAT or a SAB combination is possible. See 
Borges, Duarte Lobo, pp. 103-105. 
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Garro's works the identification of the missing parts results from musical analysis. For 
the 8vv works the identification of the missing part raised almost no doubts, but the 
identification of the missing parts in Salve Regina, choir I, remains dubious due to 
lack of information - only one voice has survived, the choir has only three voices and, 
as will be seen in Chapter 3, there is virtually no interaction with the other choirs 
during the piece. 
The 11 voice-parts of Salve Regina are located in the sarne partbooks as the 8vv 
works, with the following arrangement. The voices of choir H (of Salve Regina) are 
located in the partbooks of choir I and the voices of choir HI are located in the 
partbooks of choir H. The voices of choir I (of Salve Regina) are all missing except the 
altus which can be found as an appendix of the altus partbook of choir I. 34 
The publisher J. Moreto shows much more care in the printing than Craesbeeck. 
Nevertheless, many inconsistencies were found with respect to: text underlay where 
the alignment of syllables and notes is sometimes neglected; accidentals, for instance 
in repeated sections accidentals are placed inconsistently; and mensuration signs 
between C and 
34 In the book Duarte Lobo by Armindo Borges, it is noted that in the document Emmanuelis 
Correae Epistolarum Centuria Secunda, Ms. in London, BL, Sig., Sloane 902, ff. 36%37', 
there is an indication that Salve Regina's voices of choir I should be found as appendices of 
the partbooks. It is therefore surprising that MI 63 does not include the expected superius 
part. 
43 
Liber Missarum (1621) - Missa Cantate Domino 
The Liber Missarum IIII. V. VI et VIII. vocibu. 5... is a printed choirbook from the 
Plantin. firm at Antwerp and published by Balthasaris Moreto in 1621. Two hundred 
copies were made with the dimensions 560 x 420 mm. 35 The book begins with 
settings of Asperges me and Vidi aquam, followed by four masses for four voices, one 
mass each for five, six and eight voices - Missa Cantate Domino - ending with a 
Missa Pro defunCtiS36 also for eight voices and two funerary motets, Pater peccavi, 
5vv, and Audivi vocem, 6vv. 
Missa Cantate Domino is printed for two choirs (though not designated) at 
folios 115v-139, with the first choir (Cantus P, Altus P, Tenor P, Bassus 1ý on each 
verso facing the second choir (Cantus 2'. Altus 2*, Tenor 2', Bassus 2ý on each recto 
page. 
The current edition was transcribed from one of the three copies of Liber 
Missarum kept in Coimbra, Biblioteca Geral da Universidade, with the call-number 
MI 3 . 
37 One can also find copies in Lisbon, Biblioteca Nacional '38 tvora '39 Elvas, 
35 See Borges, Duarte Lobo, p. 128. 
36 A modem edition of this mass was published by Bruno Turner. See modem editions, Lobo, 
Missa Pro defunctis. 
37 The other copies have the call-numbers M14 and MI-5. One of the three copies came from 
the Cathedral in Coimbra (see Alegria, Polifonisfas Portugueses, p. 46). Borges only 
mentions the existence of one copy in C BGU (see Borges, Duarte Lobo, p. 15 1). 
38 This copy has the call-number CIC 3. 
39 According to Alegria, there is one copy in tvora, Arquivo da S6, which is damaged. See 
Alegria, Polifonislas Portugueses, p. 45. 
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4 42 Lamego and Seville. 0 The choirbook is described by Alegriel and Borges. The 
printing of this beautiful choirbook is very careful and precise. 
PEDRO DE CRISTO 
The polychoral works by Pedro de Cristo have been here transcribed from two 
manuscript choirbooks originating at the Monastery of Santa Cruz in Coimbra and 
preserved in the Biblioteca Geral da Universidade of the same city, with the call- 
numbers MM 8 and MM 18. These two choirbooks constitute important sources of 
Pedro de Cristo's music, being two of the four surviving books on which Pedro de 
40 According to Borges there are two surviving copies without title page, one in Elvas, 
Biblioteca Municipal, and the other in Larnego, Arquivo Musical da Catedral. In Seville, 
Arquivo Musical da. Catedral, there is another copy with an added hand written title page 
from the eighteenth century. See Borges, Duarte Lobo, p. 15 1. 
4' Alegria only provides a very brief and incomplete description of the choirbook. He 
provides the title, dedication and contents and mentions the surviving copies kept in tvora 
and Coimbra. See Alegria, Polifonistas Portugueses, pp. 45-46. 
42 Borges provides a detailed description of the Liber Missarum containing information and 
exchanged correspondence concerning the printing process; the location of surviving 
copies; a description of the contents; and the identification of the main motives of some of 
the masses and motets. See Borges, Duarte Lobo, pp. 128-15 1. 
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Cristo himself worked. 43 These two manuscript choirbooks were probably copied late 
in his life, in the 16 1 Os, and were studied and described in great detail by Rees. 44 
The first book - MM 8- contains two polychoral works: a responsory for Matins 
of Maundy Thursday, Tristis est anima mea, 8vv, and a Pro defunctis Lesson, Parce 
mihi Domine, 8vv. The second - MM 18 - contains 6 polychoral works: a Magnificat 
octavi toni, 8vv, two Antiphons for Compline, Miserere mihi Domine, 8vv, and Salva 
nos Domine, 8vv, a Vespers psalm Dixit Dominus, 7vv, an Ave Maria, 8vv, and a 
Vespers hyrnn Sanctorum meritis, 8vv. 
From the readings of the manuscripts one finds an inconsistent provision of 
notated accidentals (for instance when comparing repeated sections) and limited care 
taken with regard to the alignment of syllables and notes, as may be seen in Critical 
Commentary below. 
43 For the explanation and evidence about Pedro de Cristo's involvement in the copying of 
these books see Rees, 'Newly Identified Holograph Manuscripts from Late-Renaissance 
Portugal'. 
44 See Rees, Polyphony in Portugal, pp. 167-171 and 195-200. 
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JoAo LOURENCO REBELO 
Polychoral pieces in Psalmi lum vesperarum, tum completorii. Item Magnificat, 
Lamentationes et Miserere 
This collection was published in 1657 in Rome and was dedicated to king JoAo IV. 45 It 
was printed by Maurizio Balmonti in 17 partbooks which can be found in the Library 
of the Episcopal Seminary at Munster. The collection is already described and 
published in a modem edition by Alegria . 
46 Three of the partbooks - Altus secundi 
chori, bassus secundi chori and bassus tertii chori - can be also found in Coimbra, 
Biblioteca Geral da Universidade. 47 Most of the compositions were dated by the 
composers and the dates range from 1636 to 1653. The collection contains works for 3 
to 16 parts (some of them with instruments) arranged in I to 4 choirs. 
The collectioný8 contains 14 psalms for Vespers, 4 Magnificat, 12 works for 
Compline, 2 Lmnentations and 1 Miserere psalin and is described in Table 2.2. Of 
45 See Alegria, Jojo Lourengo Rebelo, Vol. I, pp. xii-xiii. 
46 Alegria, Jodo Lourenýo Rebelo, Vol. I-IV. The description of the sources can be found in 
the Introduction of Vol. I. 
47 The call-numbers of these partbooks are MI-67, MI-318 and MI-68, respectively. See 
Lemos, Impressos Musicais da Biblioteca geral da Universidade de Coimbra, p. 88. 
4" At the end of the collection two motets for 6vv, Anima mea turbata est and Vivo ego, 
written by JoAo IV were also included but from these only one voice survived in partbook 
8. 
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these only 1 Vespers psalm, 5 works for Compline and I Lamentation are not 
polychoral. 
Table 2.2 - Jo2io Lourengo Rebelo: Psalmi tum vesperarum, tum completorii. 
Item Magnificat, Lamentationes et Miserere 
Date Vespers parts ch Instruments 
1638 Dixit Dominus Psahn 109 13 3 Comu pro cantu 
1642 Dixit Dominus Psalm 109 16 4 ch IV with 3 inst-SAT 
1651 Dixit Dominus Psalm 109 8 2 
1652 Beatus vir Psalm 111 8 2 
1642 Beatus vir Psahn 111 8 2 
1653 Laudate pueri Psalm 112 8 2 
1640 Laudate pueri Psalm 112 7 Cantus &6 inst 
1652 Credidi Psalm 115 8 2 
1638 Laudate Dominum. Psahn 116 10 2 
1652 Laudate Dominum Psalm, 116 8 2 
1639 Laetatus sum Psalm 121 12 3 
1652 Laetatus sum Psahn 121 8 2 
1652 Lauda Jerusalem Psahn 147 8 2 
1638 Lauda Jerusalem Psalm 147 16 4 Ch III & IV with 3 inst- 
STB & ATB 
1639 Magnificat Magnificat 13 3 ch III with 3 inst-STB; 
the 13th part is inst 
1653 Magnificat Magnificat 8 2 
1652 Magnificat Magnificat 12 3 
1640 Magnificat Magnificat 8 2 
Compline 
1645 Fratres sobrii estote Lesson 11 3 ch II with 3 inst-ATB 
1636 Cum invocarem Psahn 4 12 3 
1636 Inclina ad me aurem Psalm 30,1 vers 3 
1636 Educes me Psalm 30, vers 5 6 One voice and 5 inst 
1636 Quit habitat Psalm. 90,5 vers 4 
1636 QuoniamtuesDomine Psalm90, vers9 7 4 vv and 3 inst. 
1636 Super aspidem Psalm 90, vers 13 12 3 
1636 Ecce nune Psalm 133 15 4 ch 11 with 3 inst-SST 
1636 Nunc dimittis Canticle of Simeon 9 5 vv e4 inst. 
1653 Ave Regina caelorum Antiphon 12 3 
1653 In te Domine speravi Psalm 30,6 vers 8 2 
1653 Qui habitat Psalm 90 8 2 
Holy week 
1653 Lamentation Maundy Thursday 8 2 
w/d Lamentation Holy Saturday 3 
1651 Miserere Psalm 50 11 3 ch II with 3 inst-ATB 
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POLYCHORAL WORKS IN THE CATALOGUE OF THE MUSIC LIBRARY OF JOAO IV 
Jodo IV was an amateur musician, theorist and composer who was an avid collector of 
music and assembled the largest music library of his time, based on the ducal library 
of his father and grandfather. The library contained an impressive number of printed 
and manuscript works (about two thousand printed volumes and four thousand 
manuscript pieces). The magnificent library was destroyed in the Lisbon earthquake of 
1755 after being transferred from Vila Vigosa to Lisbon when JoAo IV became king. 
The surviving first part of the library catalogue represents an extraordinary diverse 
international collection of musical works the majority of which is now lost. Nothing is 
known about the remaining part or parts of the Index. 
The first part of the Index was published in 1649 and reproduced in facsimile by 
Mdrio de Sampayo Ribeiro in 1967.49 It was first studied by Joaquirn de 
VasconcelOS50 and most recently by Rui Vieira Nery. 51 
49 The facsimile was based on an original copy of the catalogue preserved in the National 
Arquives of the Torre do Tombo in Lisbon. See Ribeiro, Livraria de Mýsica de EI-Rei D. 
Ado IV, Vol. I. Ribeiro planned to undertake a comprehensive study of the catalogue but 
he died before he could complete it. Livraria de Mýsica de EI-Rei D. Joao IV was 
published in two volumes, the second of them contains what remains from his studies, 
namely bibliographical annotations of the items of the first six bookcases of the catalogue. 
50 Joaquim de Vasconcelos undertook a preliminary study of the Index in his essay 'Ensaio 
Critico sobre o Catalogo d'el-Rey D. Jodo IV'. He became acquainted with the catalogue 
through an original copy preserved in Paris, Biblioth6que Nationale. In this essay he 
addresses several points concerning: the authorship of the catalogue; the value of the 
catalogue; the art of Portuguese music before and in the time of Joao IV; the process' of 
assembling the music library; the origin of the surviving copy of the catalogue in Paris, 
49 
The polychoral contents of the catalogue have been listed in Appendix 3 of this 
study. Apart from the printed works by Garro and Lobo described above, the printed 
items of the catalogue contain very few polychoral works by Spanish composers and 
no others by Portuguese ones. On the other hand the manuscript items are mostly by 
Iberian composers 52 and contain many polychoral pieces. Consequently only the 
manuscript items were used for the study. 53 
Biblioth6que Nationale; the artistic personality of Joao IV; and the music library after Joao 
IV. Later, in 1874, Vasconcelos provided a diplomatic transcription of the catalogue in his 
Primeira Parte do Index da Livraria de Musica do Muito Alto, e Poderoso Rey Dom Ado o 
IV He had planned to publish a systematic study of the library stemming from the above 
mentioned essay, but due to external factors this study was never undertaken. For a 
discussion of Vasconcelos' studies see Nery, The Music Manuscripts in the Library ofKing 
D. Jodo IV ofPortugal, pp. 8-15. 
51 Nery studied the music manuscripts of the music library of Joao IV. He provides a 
systematic inventory of all the manuscripts followed by some descriptive statistical analysis 
of the inventory. He also provides a historical study of the library and of the musical 
practice at the ducal Court, which is preceded by an account of existing studies and 
references to the library made by Portuguese scholars. His study considers the library from 
the point of view of its role within the context of musical practice in Portugal and hence 
does not consider the printed items of the catalogue. The study of such items remains to be 
done and is of great importance for the general knowledge of the European music 
bibliography of the period and in particular for the study of printed polychoral music in 
Europe. See Nery, The Music Manuscripts in the Library ofKing D. Jojo IV ofPortugaL 
52 For the purpose of this study, the Flemish composers who made a relevant part of their 
careers in Spain shall be considered Iberian. 
53 Also, following Nery's point of view, the printed works may not give a meaningful 
contribution to the understanding of the musical practice in Portugal, as they seem to have 
been acquired only for collection purposes - '... the acquisition of printed materials for the 
Royal Library followed the simple principle of buying everything available in the market 
that did not already exist in the collection, regardless of the actual nature of the music thus 
acquired. As any wealthy collector genuinely found of his subject, the King simply wanted 
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The manuscript contents of the catalogue clearly show both the King's musical 
preferences for the main composers of cathedral schools in Spain and Portugal and the 
ducal and royal chapel musical practice. It seems reasonable to believe that they 
reflect the general Iberian sacred musical practice. Since most of the manuscript 
works (in Latin) listed in the catalogue are polychoral and by Iberian composers it is 
suggested that the polychoral idiom was very popular in the Peninsula. 54 Most well 
known Portuguese composers are present in the catalogue. These include Manuel 
Cardoso and Duarte Lobo as can be seen in Table 2.3 below or in Appendix 3. 
A" 
Fpcndix 3 was based both on the facsimile edition of the catalogue by 
Ribeir055 and on the inventory of all musical compositions in manuscript in the 
catalogue given by Nery. 56 It contains a list of all polychoral Latin sacred works 
(therefore excluding the polychoral Villancico) sorted by composer. Since the great 
majority of manuscript sources themselves are not available it is assumed that all 
settings for eight or more voices are polychoral and that when the number of voices is 
not indicated, the default setting for two and three choirs is 8vv, 12vv respectively. 
Consequently, the 7vv settings have been excluded from the listings although it is 
possible that some of these were arranged for two choirs as happens with Pedro de 
to own everything that was published in the field... '. Nery, The Music Manuscripts in the 
Library ofKing D. Jojo IV ofPortugal, pp. vi, vii. 
54 See Nery, The Music Manuscripts in the Library ofKing D. Jojo IV ofPortugal, p. 797. 
5s Ribeiro, Livraria de M4sica de EI-Rei D. Jojo IV, Vol. I. 
56 Nery, The Music Manuscripts in the Library of King D. Jodo IV ofPortugal, Chapter VI - 
Music manuscripts listed in the 1649 Index. 
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Cristo's Dixit Domiizus referred to above. 57 For instance, the catalogue contains 5 
works by Duarte Lobo for 7VV58 but it is not possible to say whether or not they were 
polychoral. 
Table 2.3 below contains a r6sume of the polychoral manuscript works in the 
library's catalogue. For each composer the table provides the number of polychoral. 
works for 8vv, 12vv and other polychoral works with a different number of voices. It 
also provides the total number of polychoral works, the total number of works in the 
catalogue (single and polychoral) and the percentage of polychoral works within the 
total repertory of each composer. The table is sorted by decreasing polychoral output 
and only composers with more than two polychoral works have been included. 
As noted above the polychoral sacred Villancico was not considered in the table 
but it is worth mentioning that this genre was very popular and well represented in the 
library. It is the best represented genre in the catalogue and 38% of the Villancicos can 
be identified as polychoral works. 59 
57 The same happens with a polychoral work - Parce mihi Domine - by Manuel de Tavares 
as shall be seen below. 
58 Beatus vir do P tom (entry 814/3, p. 459), Missa Damaisme villana (entry 806/1, p. 448), 
Missa La bella luce mia (entry 806/2, p. 448), Parce mihi Domine (entry 806/10, p. 449), 
and Responde mihi (entry 806/11, p. 449). 
59 For further information concerning the Villancico see Nery, The Music Manuscripts in the 
Library qfKing D. Ado IV ofPortugal, pp. 772-782 and 797. 
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Table 2.3 - Polychoral manuscript works in the catalogue of Joao IV's library 
COMPOSER 8vv 12vv other vv 
(polychoral) 
total poly- 
choral 
total % of 
polychoral 
music 
Diaz Bess6n, Gabriel 118 55 58 231 333 69 
Santiago, Fr. Francisco de 39 3 5 47 75 63 
Ghersem, G6ry de 24 5 13 42 73 58 
Tavares, Manuel de 20 2 9 31 52 60 
Gonzilez de Mendonga, Fr. Ger6nimo 19 2 1 22 24 92 
Turlur, Englebert 17 17 32 53 
Haciin, Jacob 1 14 1 16 16 100 
Romero, Mateo 11 2 3 16 35 46 
Rogier, Philippe 6 6 3 is 57 26 
Cardoso, Fr. Manuel II 1 1 13 14 93 
Limido, Stefano 4 3 6 13 42 31 
Saldanha, Gongalo Mendes 13 13 22 59 
Lobo, Duarte 12 12 24 so 
Luzio, Fr. Pedro da Fonseca 8 1 1 10 13 77 
Fogaga, Fr. Joao 9 9 15 60 
Monte Mayor, Fr. Melchor de 8 8 13 62 
Buset, Martin 7 7 11 64 
Diaz, Gaspar 3 3 6 7 86 
Dubois, Philippe 5 1 6 10 60 
Hayne, Gilles 3 2 1 6 7 86 
Castro y Malagaray, Juan de 3 2 5 9 56 
Comes, Juan Bautista 3 2 5 5 100 
Dufon, Jean (Juan de Namur) 5 5 6 83 
Jesus, Fr. Ant6nio de 3 1 1 5 5 100 
Messaus, Guillaume van 2 1 2 5 5 100 
Patiflo, Carlos 4 1 -5 9 56 
Pujol, Juan Pablo 5 5 5 100 
Rebelo, Manuel 3 2 5 10 50 
Dubois, ttienne 4 4 5 80 
Praetorius, Hieronymus 4 4 5 80 
Vieira, Ant6nio 3 1 4 6 67 
Garro, Francisco 3 3 3 100 
Victoria, Ton-iis Luis de 3 3 3 100 
Total 380 110 102 598 951 63 
From the table it can be seen that most of the polychoral works are for 8vv and 
only few composers have a high proportion of works for 12vv or other numbers of 
parts. Also, the indicated percentage of polychoral music in the repertory of each 
composer is significantly high, reflecting the great importance given by the king to the 
polychoral idiom and to some extent the importance of the idiom in that time. 
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As pointed out in Chapter 1 Jodo IV's patronage had an important role in the 
careers of major Portuguese, Spanish and Flemish composers such as Francisco de 
60 62 Santiago, Carlos Patifto6l and Mateo Romero (or Mathieu Rosmarin). For instance, 
as Becquart shows, the latter became chaplain of the Portuguese court, having been 
awarded a pension for his lifetime. 63 The table includes several other Flemish 
composers who worked at the royal chapel in Madrid and whom Joao IV seemed to 
have admired greatly, such as G6ry de Ghersem, Philippe Rogier and Englebert 
Turlur. 64 
60 Francisco de Santiago (ca. 1578-1644) was the most heavily represented Portuguese 
composer in the entire catalogue. He was born. in Lisbon but all his career took place in 
Spain. For comprehensive information about the composer see Stevenson, 'Santiago, fray 
Francisco de' and Antologia de Polifonia Portuguesa. For an account of his relations with 
Joao IV, see Nery, The Music Manuscripts in the Library ofKing D. Jodo IV, pp. 159-61. 
61 Carlos Patiflo (1600-1675) in 1628 succeeded Gabriel Diaz Bess6n as maestro de capilla at 
the Monastery de la Encarnaci6n, Madrid, and in 1634 succeeded Mateo Romero as 
maestro de capilla in the royal chapel. For further information concerning his relations 
with Joao IV, see Nery, The Music Manuscripts in the Library ofKing D. Jodo IV, pp. 170- 
3. 
62 Mateo Romero (1575-1647) was born in Li6ge but left for Madrid at the age of nine. He 
was maestro de capilla at the royal chapel in Madrid from 1598 to 1634. He was also 
known as El Maestro Capitin and the name Mateo Romero is the Spanish translation of his 
original name Mathieu Rosmarin (for a discussion concerning his name see Becquart, 
Musiciens njerlandais a la cour de Madrid, p. 150). 
63 See Becquart, Musiciens n6erlandais 6 la cour de Madrid, pp. 179-88. Concerning this 
composer see also Becquart, 'Au sujet de Matheo Romero (Rosmarin)' and Nery, Yhe 
Music Manuscripts in the Library ofKing D. Jodo IV, pp. 166-9. 
64 The royal chapel in Madrid and its Flemish composers has been addressed by Becquart, 
Musiciens ngerlandais a la cour de Madrid, and Luis Robledo in several studies such as 
'Sobre la Capilla Real de Felipe H' or Juan Blas de Castro, pp. 28-3 1. 
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The repertory of Gabriel Diaz Bess6n. stands out for its huge number of works, 
333 of which 231 are polychoral, but unfortunately most of the repertory has not 
65 
survived. Regarding this composer the wide diversity of voice grouping and 
inclusion of instrumental parts in several works is worthy of note, as can be seen in 
Appendix 3. 
The Portuguese composers with greater polychoral output in the catalogue are 
Francisco de Santiago, 66 Manuel de Tavares '67 Manuel CardoSo'68 and Gongalo 
6' The large number of works by Diaz Bess6n in Jodo IV's library suggests that the king 
might have admired the composer greatly and eventually was his patron, but no evidence of 
this suggestion is known. Diaz Bess6n (ca. 1590-1638) was one of the most notable 
Spanish composers of the early seventeenth century and certainly one of the most prolific. 
For ftwther information on the composer see The New Grove Dictionary of Music and 
Musicians, second edition. 
66 Some polychoral works by Francisco de Santiago are known to survive in Spanish 
archives: Missa a8 (one partbook missing), preserved in Zaragoza Cathedral; Conceptio 
tua a 9, Regina caeli a 12, and Responsoria tenebrarum a8 plus two oboe parts, preserved 
in Seville Cathedral. See Stevenson, Antologia de Polifonia Portugues, p. XL. 
67 Manuel de Tavares (? -1638) pursued his career in Spain. His surviving polychoral output 
in Las Palmas Cathedral consists of a mass 8vv on the third tone (B/I-3), Beatus vir, 8vv, 
Credidi, I lvv (B/-4,7), three motets, Cum complerentur, 8vv, Si dulcissimum nomen, IOVV, 
and Surge, 8vv. In Puebla Cathedral there is a Parce mihi Domine, 7vv (Choirbook In, fls 
42v-44), which is set for two choirs. The latter, Parce mihi Domine, is transcribed by 
Stevenson but the layout of voices in the edition masks the true polychoral nature of the 
work. See Stevenson, Antologia de Polifonia Portuguesa, p. XLI, and pp. 107-14. 
Manuel Cardoso (ca. 1566-1650) is one of the most well known Portuguese composers of 
the early seventeenth century. He maintained a close relation with Joao IV who sponsored 
the publication of some of his works. He had many works printed in his lifetime (1613, 
1625,1636 (twice), and 1648) which survived and are available in modem edition (PM 5, 
6,13,20,22, and 26). None of his polychoral works are known to have survived. For 
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Mendes SaIdanha. 69 
Through the catalogue of JoZio IV's library it is possible to have an idea of 
which genres were used and in what proportions. In a total of 739 polychoral works 
there are: motets (291/o), psalms (20%), masses (17%), Magnificat settings (80/o), 
antiphons (6%), responsories (6%), lessons (5%), and others (9%). The next table 
provides the number of works from each genre in the catalogue classified according to 
the number of voices. As the number of choirs increases, the psalm becomes the most 
frequent genre as the motet and mass become less used. 
Table 2.4 - Number of polychoral works in the catalogue of JoAo IV's library by genre 
and voice number 
vv Antiphon Lesson Magnificat Mass Motet Psalm Responsory Other TOTAL 
8 29 27 42 76 165 76 36 33 480 
9 4 4 3 8 5 3 4 5 36 
10 2 3 4 4 5 1 2 21 
11 3 1 1 7 1 13 
12 5 5 9 27 35 39 4 13 137 
13 1 1 4 2 2 10 
14 5 1 6 
15 1 1 2 3 
16 5 2 4 2 10 4 27 
17 1 1 2 
20 2 2 
21 1 1 
22 1 1 
Total 46 38 60 124 214 
1 
1 151 45 61 172! R "', 
further infonnation on his relations with Joao IV, see Nery, The Music Manuscripts in the 
Library ofKing D. Jodo IV, pp. 153-5. 
Gongalo Mendes Saldanha (ca. 15 80-ca. 1645) studied with Duarte Lobo but followed most 
of his career in Spain and South America. One polychoral work - Missa a8 labelled 'de 
Cartaxena' - is known to have survived in Bogotd Cathedral, Colombia. See Stevenson, 
Antologia de Polifonia Portuguesa, p. XXXVIU. 
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That the library's catalogue is only an indirect and limited source of information 
concerning the musical practice of the time is unquestionable but being one of the few 
surviving documents and such an extensive list (providing details of a vast amount of 
lost Spanish and Portuguese repertory) makes it one of the most valuable sources for 
study. 
OTHERSOURCES 
Other sources of musical information are referred to in Nery's dissertatioý70 and 
mostly concern letters and memoranda exchanged by Wb IV and gathered by 
Vasconcelos 71 together with biographies gathered by the Jesuit priest Francisco da 
72 Cruz (1629-1706). Appendix 4 contains two lists of further Iberian polychoral pieces 
not included in the catalogue of Joao IV's library and which are referred to in Nery's 
dissertation. 73 
Nery's book A Mýsica no Cido da "Bibliotheca Lusitana P74 contains fin-ther 
references to polychoral works that are also listed in Appendix 4. It is worth noting 
70 See Nery, Die Music Manuscripts in the Library ofKing D. Jodo IV, pp. 33 6-342. 
71 See Vasconcelos, EI-Rey D. Ado o 4'. 
72 See Nery, A Mýsica no Ciclo da "Bibliotheca Lusitana 
73 See Nery, The Music Manuscripts in the Library ofKing D. Jodo IV, pp. 336-342. 
74 This book assembles all the entries concerning music from three separate biographic and 
bibliographic dictionaries of Portuguese literary and musical authors, namely: a manuscript 
written by Joao Franco Barreto in the 1660s; a manuscript miscellany compiled by 
Franscisco da Cruz in the 1680s; and the four-volume series published between 1741 and 
1759 by Diogo Barbosa Machado. 
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that two of those works were written by JoAo IV himself, namely two 8vv Vespers 
psalms, Dixit Dominus and Laudate Dominum omnes gentes. 
The number of voices and genres used in the works listed in Appendix 4 show 
the same kind of characteristics as given by the catalogue. It is worth mentioning that 
these sources refer to several polychoral works by Joao Lourengo Rebelo who 
strangely had no polychoral works in the catalogue of JoZio IV's library. 
Besides those already mentioned few sources are known to exist. The music 
catalogue of the library of the royal palace of Vila Vigosa 75 contains several entries to 
surviving polychoral works. The manuscript polychoral works within the period under 
consideration are contained in books A. 9 and A. 10, which contain music for Holy 
Week '76 and in two sets of manuscripts - Mago IX and 
CyMV. 77 
The two sets of manuscripts include a responsory, 8vv, by Carlos Patifio, 78 and a 
psalm, 8vv, by Joao Lourengo Rebelo . 
79 The two books include several works, Svv, 
by Fernando de Almeida (? -dl660), 
80 one antiphon, 8vv, by Manuel Mendes 
75 See Alegria, Biblioteca do Pal6cio Real de Vila ViVosa. Cat6logo dos Fundos Musicais. 
76 The two books are entitled OjficiumlHebdomadae Sanctaelln qui continenturlea 
omina ... and were copied by Vincente Perez Petroch Valentino in Lisbon in 1735/6. Their 
contents are given in pp. 23-27 of the catalogue. 
77 For MaVo IX see p. 42 and for Maýo CXXXV see p. 95 of the catalogue. 
78 Pro defunctis responsory, Libere me Domine (Maqo IX. 3). 
79 Laudate pueri Dominum (Mago CXXXV. 1). 
80 The works included in book A. 9 are: Lectio I- Incipit lamentatio Jeremiae Prophetae (fol. 
63v-73); In monte Oliveti (fol. 73v-76); Tristis est (fol. 76v-79); Ecce vidimus (fol. 79v-82); 
Amicus meus (fol. 82v-85); Judas mercator (85v-87); Unus ex discipulis (fol. 87v-89); 
Eram quasi agnus (fols. 89v-92); Una hora (fol. 92v-95); Seniores populi (fol. 95v-97); 
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(ca. 1547-1605), 81 one mass, 8vv, by Diaz Bess6n 
82 
and a Magnificat setting, 8vv, by 
83 94 Aguilera de Heredia. They also contain a mass, 8vv, by Giovanelli, and a motet, 
8vv, by Palestrina. 85 These books have the peculiarity that having been copied in the 
eighteenth century some of their items have completed or added voice-parts by 
eighteenth century composers (Francisco Ant6nio de Ahneida, Manuel Soares and 
Hieronimus Bezzi). This seems to be the case of Manuel Mendes' 8vv antiphon 
Asperges me and of two Lamentations by Fernando de Almeida which are claimed to 
include later-added voice-parts by Manuel Soares. 
The works by Fernando de Almeida show a variety of textures which alternate 
throughout the pieces according to the various emotions expressed in the texts. 
Frequently there is a polarisation between contrapuntal tutti sections where the choirs 
merge into one (where the voices are grouped from across both choirs in several 
different ways) and antiphonal homophonic sections employing short-note 
Benedictus (fol. 97v-103); Miserere (fol. 103v-1 16). The works included in book A. 10 are: 
Lectio I- Incipit lamentatio Jeremiae Prophetae (fol. 1-9); Omnes amici mei (fol. 9v-l 2); 
Velum templi (fol. 12v-15); Vinea mea (fol. 15v-17); Tanquam ad latronem (fol. 17v-20); 
Tenebraefactae sunt (fol. 20v-23); Animam meam (fol. 23v-27); Tradiderunt me (fol. 27v- 
30); Jesum tradidit (fol. 30v-33); Caligaverunt (fol. 33v-36); Benedictus (fol. 42-53); 
Lectio I- Incipit lamentatio Jeremiae Prophetae (fol. 66v-77); Sicut ovis (fol. 77v-80); 
Jerusalem surge (fol. 80v-82); Plange (fol. 82v-84); Recessit pastor (fol. 84v-86); 0 vos 
omnes (fol. 86v-88); Ecce quomodo moriturjustus (fol. 88v-91); Astiterunt reges terrae 
(fol. 91v-93); Aestimatus sum (fol. 93v-95); Sepulto Domino (fol. 95v-97). 
81 Asperges me Domine (book A. 9 fol. 1-3). 
82 Missaferial (book A. 9 fol. 35v-37 and 39v45). 
" Magnifical octavi toni (book A. 10 fol. 112v-1 19). 
84 Missa Vestiva I Colli (book A. 9 fol. 117v-134 and 139v-143). 
85 Fratres ego enim accepi (book A. 9 fol. 134-139). 
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declamation. Almeida's style of writing might have been influenced by his teacher 
Duarte Lobo who shows similar characteristics as shall be seen in Chapter 3. The 
choirs are not always harmonically independent in tutti sections since sometimes the 
fifth of the chord is given to the lowest part of one of the choirs. 
Since most of the Portuguese musical archives do not have inventories (or when 
extant they are incomplete and out of date) it is not possible to have a precise idea of 
the amount of further manuscript works remaining in the archives. 
Finally, three further Portuguese composers are known to have written 
polychoral music which is already published in modem edition, namely three motets 
by Estevdo de Brito (ca. 1575-164 1), 86 one motet by Estev2lo Lopes Morago (ca. 
1575-cal630)87 and several works by Diogo Dias Melgis (163 8-1700) . 
88 
The motets by Brito and Morago are strongly homophonic using short-note 
declamation at places. Antiphonal sections tend to be longer than in other composers 
and frequently use crotchets and quaver pairs as the syllable-carrying unit. The choirs 
are not always hannonically independent. 
Melgis is one of the Portuguese composers who wrote polychoral works in the 
second half of the seventeenth century. His works are all written for two choirs and 
use a clear declamatory style supported by a strong homophonic texture. He uses the 
86 See modem editions, Brito, 0 Rex gloriae, Dum complerentur and Vidi Dominum 
87 See modem editions, Morago, Jesu Redemptor. 
88 Ile works by Melgas are: Adoratio crucis, 4/8vv; Lamentation for Holy lhursday, 8vv; 
and Dies irae, 8vv; and Recordare virgo, 8vv. See modem editions, MelgAs, Opera Omnia. 
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same type of voice combinations found in other Portuguese composers, namely 
SATB-SATB and SSAT-SATB. 
As a final comment, all the sources referred to above reveal that a great amount 
of polychoral works was written in Portugal (and Spain) during the period considered 
in this study, strengthening the idea that there was a great vogue for polychoral music 
in the Peninsula. 
Chapter 3 
The styles of Garro, Lobo, Pedro de Cristo and Rebelo 
This chapter provides an analysis of the individual polychoral styles of Garro, Lobo 
and Pedro de Cristo through the analysis of the repertory edited in Volume 11 of this 
study. The analysis was greatly motivated by the need to reconstruct the missing 
parts. For that purpose an exhaustive analysis of each work within the repertory was 
performed with a degee of detail which is beyond the scope of this text. To be 
concise the analysis here presented contains only the most relevant aspects within the 
full analysis and follows the parameters concerning the polychoral idiom discussed in 
Chapter 1. 
The chapter is organised in sections, one for each composer. Each section opens 
with a description of general aspects such as voice and clef combination, harmonic 
independence of choirs, movement of bassus parts in tutti passages, ' and relevant 
stylistic characteristics related to text treatment, texture, dialogue between choirs, tutti 
sections, rhythm and ornamentation. Afterwards, a brief analysis containing the most 
For simplicity, the term 'bassus-parts motion' is used here (and throughout this study) to 
refer to the joint motion of the lowest parts of each choir, even though in some cases one of 
- ---_--the lowest parts is a tenor. 
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pertinent aspects within the context of this study is provided for each individual work 
or set of related works. 
Finally, the polychoral writing of Joao Lourengo Rebelo is also analysed based 
on the existing modem editions of his works, namely the repertory described in 
Chapter 2. As mentioned in Chapter 1, this analysis is performed in order to obtain a 
better understanding of Portuguese polychoral music. Given the great number of 
works by Rebelo only a general analysis is provided. 
The chapter ends with some conclusions concerning the analysed styles, 
surnmarising the main similarities and differences between them. 
FRANcisco GARRO 
General aspects 
Garro's polychoral collection contains four masses as its central core. It also contains 
three Alleluias associated with the first three masses, an unusual and striking 
phenomenon in mass prints of this period. The fourth mass, a Pro defunctis mass, is 
followed by three Pro dcfunctis lessons (the first lesson of the first, second and third 
noctums). 
Most of the works are set for two choirs, 8vv. Only the mass Domine in virtute 
tua is set for three choirs, 12 vv. Throughout the several works there are two different 
voice combinations of the choirs, 2 namely: one with SATB for all choirs; and the 
Due to the existence of missing parts in Garro's works, the analysis performed in this 
chapteds-basc-d-oa! Lhc-previously identified miss-ing-pýý4 in choir 1. 
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other using a different voice combination in each choir, SSAT for the first and SATB 
for the other (see Table 3.1 below). As can be seen in the table the first three masses 
contain also a Guiam part (BS - basso seguente). 
Table 3.1 -Voice-type and clef combination in Garro's works 
Missa Cantate Don-dno SA[T]B - SATB - BS ClC3( ]F4 - ClC3C4F4 
Missa Fili quid S[S]AT - SATB - BS G I[ ]C2C3 - G2C2C3F3 
Missa Dornine in virtute tua &kMB-SATB-SAIB-BS ClC2( ]F4 - ClC3C4F4 - ClC3C4F4 
Missa Pro defunctis S[S]AT - SATB Cl [ ]C3C4 - ClC3C4F4 
Parce rnihi Don-dne [S]ATB - SATB ]C3C4F4 - ClC3C4F4 
Responde rnihi [S]ATB - SATB ]C2C3F3 - G2C2C3F3 
Spiritus rneus [S]ATB - SATB ]C2C4F4 - ClC3C4F4 
Alleluia I SSA[T] - SATB ClClC3[ ClC3C4F4 
Alleluia II SSA[T] - SATB G2G2C2[ G2C2C3F3 
Alleluia III SSA[T] - SATB ClClC3[ ClC3C4F4 
With regard to the clef combination Garro uses mostly either the standard clef 
combination - ClC3C4F4 - or the chiavette - G2C2C3F3. Nevertheless, Missa Fili 
quid (choir 1) starts with a G1 clef for S1 but changes frequently to G2 throughout the 
piece. Further changes of clef occur in Al. Some of these changes seem to be 
inconsistent since for instance when comparing common sections in the mass one 
finds different clef assignments for the same music (see Example 2.1 a) and 2.1 b)). For 
a complete picture of all 6lef changes in Garro's pieces see the Critical Commentary. 
As already mentioned in Chapter 2 Missa Domine in virtute tua contains two 
versions of Domine Deus and Crucifaus set for a single choir, 4vv - one using the 
voice combination SATB, and the other SSAT. Also the corresponding Alleluia has 
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two alternative verses - Ego vos elegi for a single choir - SSAT - and Assumpta est 
Maria for two choirs - SSAT-SATB. Presumably the mass had been performed on the 
two feasts for which these are the Alleluia verses and this may explain the writing of 
two different versions for the mentioned sections. 
As can be seen in Table 3.5, in tutti sections the choirs are usually harmonically 
independent but occasionally the fifth of the chord is in the lowest part of one of the 
choirs (in Missa Pro defunctis this happens frequently), suggesting that the pieces do 
not appear to have been written for widely separated choirs, i. e. choirs not spatially 
distributed around a building. This suggestion is reinforced by the tendency not to 
double the third in tutti passages, as for instance in the Gloria of Missa Cantate 
Domino, bar 77, p. 14, or in the Kyrie of the three-choir mass, at bar 27, p. 93. 
Table 3.5 - Harmonic independence in tutti passages and bassus-parts motion in 
Garro's works 
Bassus-parts motion Choir I Choir ILOI 
MissaCantateDornino mirror each other in contrary motion or occasionally not occasionally not 
(SATB-SATB) move in parallel unison. harm ind harm ind 
Missa Fili quid mirror each other in contrary motion or harm ind harm ind 
(SSAT-SATB) move in parallel unison (or octaves). 
Missa Domino in virtute move in contrary motion or / and in parallel occasionally not occasionally not 
tua unison. harm ind harm ind 
(SATB-SATB-SATB) 
Missa Pro defunctis mirror each other in contrary motion not harm ind harm ind 
(SSAT-SATB) 
Parce n-iihi Domine mirror each other in contrary motion; move harm ind harm ind 
(SATB-SATB) in parallel unison at bars 11,34 and 62. 
Responde mihi mirror each other in contrary motion. harm ind harm ind 
(SATB-SATB) 
Spiritus meus mirror each other in contrary motion; move ham ind harm ind 
(SATB-SATB) in parallel unison at bars 21-3. 
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As can be seen in the table both choirs I and II may lose independence, though 
when choir I has a tenor for its lowest part, choir III is always harmonically 
independent. 
Another striking aspect concerns bassus-parts motion in tutti sections described 
in Table 3.5. Bassus parts tend to move along the roots of the chords and it is possible 
to trace two dominant types of motion: one where the bassus parts move mostly in 
parallel unison and the other where they move by contrary motion. The two types are 
used alternately throughout the pieces changing from one to the other apparently 
without criteria. This is true for all the pieces including the three-choir mass and the 
pieces for which the lowest part of choir I is a tenor (in this case the parallel motion 
may be in octaves) .4 In order to have a clear picture of the types of bassus-parts 
motion used by Garro Appendix 5 contains, in reduced scale, the bassus parts of a 
representative selection of his works. 
In Garro's works the text is usually highly fragmented, broken up into short 
phrases of few words. Hence antiphonal exchange and tutti passages tend to be short 
as for instance at bars 26-30 of the Credo of Missa Cantate Domino, p. 18, or at bars 
81-3 of the Gloria of Missa Domine in virtute tua, p. 114. The texture is strongly 
homophonic and voices enter together with rare delayed or anticipated entries by 
T'he Alleluias were not included in the table since the lowest part of choir I was 
reconstructed. 
The use of different voice-parts for the lowest part of the choirs (tenor and bassus) might 
suggest a tendency to use different notes for each of them. Nevertheless, the analysis of 
Garro's works revealed that the type of bassus-parts motion does not depend on this factor 
except for the possible use of parallel octaves instead of parallel unison. 
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individual voices. Only in reduced-voice sections does the texture become imitative. 
All the Alleluias and all the masses except Cantate Domino have reduced-voice 
sections (for an individual choir). 5 
Ornamentation is very contained and reserved mostly for some cadences. 
Cadential decorations sometimes contain the suspension (articulated or not) sounded 
against the resolution, such as at bar 22 of the second lesson, p. 232 (with articulated 
suspension) or at bar 47 of the Introitus of Missa Pro defunctis, p. 175 (without 
articulated suspension). This kind of cadential decoration will be found also in the 
works of Pedro de Cristo (though sometimes combined with a cambiata figure), as 
shall be seen below. Frequently, cadences contain no decoration at all and are written 
in a completely homophonic style. Typical examples of such cadences include the use 
of an articulated suspension (in short note-values) as for instance at bar 18 of the 
Credo of Missa Cantate Domino, p. 17. In many cadences there are no suspensions at 
all. 
The strongly homophonic style of Garro's works shifts the focus from the 
individual parts onto the choir as a block. The dialogue between choirs is very clear 
with well-defined changeover points and little overlap. 
Usually reduced-voice sections correspond to structural sections of the text, such as the 
Benedictus or 'Domine Deus' in the Gloria, but in Missa Fill quid and the Alleluias some of 
the reduced-voice sections do not correspond to complete structural sections of text. 
Appendix 7 identifies the reduced-voice sections of Garro's masses Fili quid and Domine in 
virtute tua as well as other masses by Lobo, Palestrina and some Spanish composers for 
comparison. 
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Garro, uses a wide variety of antiphonal techniques. The most common is 
through transposition of the bassus part by fourths or fifths resulting in antiphonal 
sequences, as for instance in the Kyrie of Missa Domine in virtute tua, bars 13-16, p. 
90. This example contains two antiphonal sequences: a descending one A-D-G-C and 
an ascending one through the reverse motion C-G-D-A. This mirroring effect with 
antiphonal sequences is quite frequent throughout Garro's works. The use of 
antiphonal sequences together with the strong homophonic texture and fast 
declamation style produce a quick harmonic rhythm with tonal-like progressions and 
preference for strong perfect cadences increasing the overall harmonic feeling. 
Other common antiphonal techniques include imitation of the bassus part by 
contrary motion, imitation of the bassus part of the outgoing choir by the superius of 
the incoming choir, exact or almost exact repetition, and combination of several 
techniques. 
The above mentioned antiphonal techniques are usually used with text repetition 
constituting varied forms of antiphonal repetition. A less common antiphonal 
technique includes musical repetition (exact or transposed) but with different text. 
Examples of antiphonal techniques include: 
-antiphonal repetition with bassus parts by contrary motion: Missa Cantate 
Domino, Agnus Dei, bars 3-5, p. 32; 
- antiphonal repetition with bassus imitated by the superius (or vice-versa): Missa 
Cantate Domino, Kyrie, bar 25-6, p. 4; Credo, bar 52-3, p. 21. 
- combination of the first two types: Missa Domine in virtute tua, Kyrie bar 27-31, 
pp. 93-4. 
- exact antiphonal repetition: Missa Domine in virtute tua, Kyrie bar 9-12, p. 89; 
Gloria, bars 87-9, p. 115. 
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- almost exact antiphonal repetition: Missa Domine in virtute tua, Credo, bar 22-9, 
pp. 123-4, Benedictus, bars 19-20. p. 156. 
- musical repetition (exact or transposed) with different text: first lesson, bars 56-8, 
pp. 227-8; Missa Cantate Domino, Gloria, bars 8-16, pp. 6-7; 
- repeated antiphony with change of text: Missa Cantate Domino, Credo, bars 26- 
8, p. 18. 
All of these antiphonal techniques are extensively explored in the Agnus Dei of 
the various masses. An extreme example can be seen in Missa Cantate Domino with 
all voices imitating by contrary motion: bars 14-5, p. 34. The third Agnus Dei of this 
mass is mostly built using this tcchnique: bars 18-28 start with an antiphonal 
repetition with only the bassus parts by contrary motion which is then followed by 
antiphonal repetition with all voices by contrary motion using the same music as bars 
14-5 (but now in triple-time). Further antiphonal techniques sometimes combined 
with word-painting devices can be found in the Pro defunctis lessons, such as in 
Parce mihi Domine at the words 'contrarium tibi' (bar 45-9, p. 226) where the outer 
parts are repeated antiphonally in contrary motion. 
In general, antiphonal exchange is fast and short and sometimes successive 
antiphonal repetitions at very short time-intervals produce an effect of quasi-tutti. 
This device is extensively used throughout the works. One such example can be seen 
in Missa Cantate Domino, Credo, bar 29-30, p. 18. 
Overall there are few tutti sections, most of them short and homophonic. 
Sometimes only one word is set as a tutti. Even final tutti (and endings of sections) 
are short and homophonic. Tutti sections mostly serve to punctuate and/or highlight 
some words. For instance, the words 'et homo factus est' of the Credo are usually set 
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by a tutti, and in Missa Fili quid where the section 'Et incamatus est... ' is set for a 
single choir the last words, 'et homo factus est', are set as a tutti. 6 
Very frequently after a tutti section Garro introduces common rests in all voices 
either for punctuation purposes or producing a dramatic effect such as in the Sanctus 
of Missa Cantate Domino bars 23 and 32, pp. 29-30. The dramatic effect becomes 
stronger when the device is used in between two tutti sections (specially in final tutti 
sections) such as in Missa Domine in virtute tua, Gloria, bar 96, p. 117, Credo, bar 
13 7, p. 15 1, and Agnus Dei, bar 40, p. 168. 
Ap endix 6 complements the analysis of the dialogue between choirs, by FP 
providing a schematic presentation of the setting of all the texts in Garro's works, 
identifying: text divisions according to antiphonal exchange; tutti passages; single 
choir sections; and duple- and triple-time sections. 
What is most significant about Garro's style of declamation is the constant use 
of syllables assigned to short note-values. There are long sections with consecutive 
crotchets, dotted crotchets/quaver and quaver pairs, sometimes repeated on the same 
pitch, resulting in an overall very fast declamation. Syncopation is extensively used 
both at entries and throughout phrases. The most common syncopation patterns used 
are the following: 
I: IJJIJ. ýJ J. ýJ 
This strildng example of a reduced-voice section closing with a tutti for textual emphasis 
also happens in the section with the same text in Lobo's Missa Natalitiae noctis, pp. 354-6, 
as shall be seen below. 
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Patterns I and 3 occur frequently at entries, and 2 and 4 in the middle of 
phrases. They create rhythmic interest in the homophonic texture and a strong impulse 
in the dialogue between choirs. 
Concerning mensuration Garro uses both imperfect and perfect time. Within 
imperfect time, except for the Pro defunctis mass which uses the mensuration sign 
(diminution) all the remaining pieces use C. Triple-time is effectively and 
extensively used in the first three masses being an important means of creating 
contrast and diversity, and contributing to a generally animated style. Garro uses the 
cmajor' proportions 
3 
and the 'minor' proportion 
3. The former is used in Missa 22 
Cantate Domino, Missa in virtute tua and in the Pro defunctis lesson Spiritus meus. 
The latter occurs in Missa Fili quid and in the three Alleluias. For a description of the 
sections set in triple-time throughout all the pieces see Appendix 6. Also in triple-time 
there are sections with lively short note-values on crotchets and dotted 
crotchet/quaver and sections with longer note-values. The most illustrative example of 
this can be found in the last part of the Credo of Missa Fili quid, bars 78-141, pp. 65- 
72, where the contrast between short-note and long-note sections is used for word- 
painting. 
Individual pieces 
Hissa Cantate Domino seems to be a parody mass, since the same material is used at 
the opening and at the end of each movement including the Alleluia (of which the 
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opening motive and final tutti of the verse have a close relationship with the Sanctus), 
but the model has not been identified. 
Antiphonal repetition is extensively used with great emphasis in the Gloria: 
virtually all the text phrases are repeated antiphonally and antiphony is only 
interrupted by short tutti sections. 7 
As was the case with Missa Cantate Domino the model of Missa Fili quidfecisti 
nobis sic has not been identified. 8 However there are striking and relevant clues to 
point out. The most distinctive material is stated in the Kyrie and all the movements 
have sections from this movement. This material appears at the opening, in the tenor, 
and consists of an ascending sequence in long note-values (down fourth and up fifth: 
C-G-D-A-E). 9 The sequence and the motion in fourths and fifths assumes the 
major structural aspect with great consequences for the harmonic progressions with a 
large use of antiphonal sequences. This sequence pattern is used in many different 
ways, such as retrograde motion (A -D-G-Q, augmentation or diminution, and 
See Appendix 6. 
Rees found some correspondences between this mass and Missa 0 soberana luz by Filipe 
Magalh5es. These include the similarity between the 'head motive' of 'Domine Deus' from 
the Gloria (Missa Fili quid) and the opening of the Sanctus (Missa 0 soberana luz). The 
composers must have had a close relationship since it is known that both composers were 
colleagues in the royal chapel. See Rees, 'Some observations on parody Masses by 
Magalhaes, Cardoso and Garro', pp. 21-22. 
The sequential pattern, as used by the tenor in the opening, can be clearly seen in the 
following examples: the Christe at bars 29-33, p. 40; and the Credo at the opening phrase, 
p. 56, and at 'et homo factus est', bars 37-9, p. 60. The same pattern with a slight variation 
can be seen for instance in the Gloria at 'Jesu Christe', bars 24-28, pp. 47-8 (repeated when 
the same words appear at bars 62-66, pp. 52-3). 
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with ornamentation. One peculiar way in which it is used several times is through 
antiphonal expansion creating sections of antiphonal sequences usually with very 
short rests in between creating a quasi-tutti effect. Each note of the original pattern is 
distributed alternatively between the lower voices of each choir becoming the 
beginning of an antiphonal section. This can be seen for instance in the third Agnus 
Dei, where it is first used at bars 19-22, p. 83.10 
One particular aspect of this mass is the large number of repeated sections. " 
Another particular aspect concerns the Crucifixus section which is usually set 
polyphonically for an individual choir as happens with Victoria, Palestrina, Vivanco, 
10 The third Agnus Dei contains further examples at bars 26-3 1, pp. 834, through retrograde 
motion (exactly in the same way as in the Alleluia, bars 29-34, pp. 258-9), and at bars 36- 
44, pp. 84-5 (exactly in the same way as in the Kyrie, bar 53-58, pp. 42-3). It can also be 
seen in the Sanctus, bars 10-13, p. 74, and in the second AgnusDei, bars 15-17, p. 82. 
" Repeated sections are the following: 
- The triple-time section of the Christe, bars 17-28, pp. 39-40, is the 'Hosanna' section of the 
Sanctus, bars 20-3 1, pp. 75-6, and bars 26-37, pp. 79-80; 
- 'ne triple-time antiphonal sequence of the Kyrie, bars 50-66, pp. 42-3, is the last section of 
the third Agnus Dei (dona nobis pacem'), bars 34-49, pp. 84-5; 
- The final section of the Gloria (bars 68-91, pp. 53-5) is also the final section of the Credo 
(bars 118-14 1, pp. 70-2). 
- The 'Dominus Deus Rex caelestis' (bars 19-20, p. 47) in the Gloria is equal to the 
Trucifixus' in the Credo (bars 41-42, p. 6 1). 
- The verse 'Vidimus stellam' of the Alleluia, pp. 259-61, seems to be the most striking 
example: the four voice section is the Benedictus, pp. 77-9, (set for choir I with the two 
superius parts in unison canon); and the closing lutti, bars 56-63, pp. 261-2 is the first 
section of the Kyrie (bars 4-11, pp. 37-8) with new music for T2. 
- Bars 29-37 of the Alleluia, pp. 258-9, are equal to bars 26-34 of the third Agnus Dei, pp. 83- 
4. 
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and Esquivel. 12 In contrast to this, Garro sets the Crucifixus antiphonally in fast 
declamation ending on a homophonic short tutti. 
In spite of the wide diversity of resources used throughout the mass, the 
excessive use of sequences induced by the main pattern together with the frequent use 
of repetition (both immediate and spread throughout the movements) naturally raises 
problems of monotony which are not always avoided. 
Missa Domine in virtute tua laetabitur rex is written for three choirs. Philippe 
Rogier also wrote a parody mass Domine in virtute tua based on a motet by Palestrina, 
but Garro's mass does not follow the same model. Rogier wrote a motet for 12 voices 
upon a text beginning Tomine in virtute tua laetabitur rex' 13 which might have been 
the model for Garro's mass in which case a compliment to Philip H of Spain is 
suggested, as discussed by Rees. 14 Since Rogier's motet has not survived the model of 
the mass remains to be identified. Nevertheless, it is possible to identify a relevant 
motive, stated for the first time in S1 in the beginning of the Kyrie, bars 1-4, p. 87, 
which is present in the, beginning of all movements. 15 
12 See Appendix 7 for a comparative study of reduced-voice section in several masses. 
13 See Becquart, Musiciens n6erlandais a la cour de Madrid, p. 46. 
14 See Rees, 'Some Observations on Parody Masses by Magallides, Cardoso and Garro', pp. 
22-3. 
As in Missa Fili quid there are several common sections throughout this mass: the opening 
tutti of Kyrie H, bars 18-24, pp. 91-2, and the final section of the third. 4gnus Dei, bars 40-6, 
pp. 168-9; the final sections of the Gloria and the Credo, bars 94-9, pp. 116-7, and bars 
135-40, pp. 150-1, respectively; the final part of the secondAgnus Dei, bars 14-23, pp. 162- 
4, and the first part of the setting of 'dona nobis pacem', bars 3 0-3 9, pp. 166-8. 
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The existence of three choirs naturally allows a wider diversity of antiphonal 
exchange devices. Nevertheless, throughout the mass the dialogue between the three 
choirs follows mainly the order I_jl_jjj. 
16 Very fast and short sequential antiphonal 
repetition between the three choirs is extensively used, as for instance at bars 13-15 in 
the Kyrie, p. 90, and at bars 70-72 in the Gloria, p. 111, over the single word 
'suscipe'. Another interesting procedure used frequently throughout the mass consists 
of sequentially joining the choirs (following the order I-11-11I) and producing an effect 
of a textural crescendo as for instance in the beginning of the Gloria, p. 96. 
One of the innovative aspects of Missa Pro defunctis is the absence of the usual 
plainsong intonation. Instead, the chant is treated harmonically from the beginning 
and is paraphrased in the various movements. Sometimes it appears in long notes as a 
cantusfirmus as for instance in the Kyrie bars 36-46, pp. 182-3. 
The mass contains the following sections: 
Introitus with verse Te decet 
Kyrie 
Gradual with 4vv verse In memoria 
Tractus (Absolve) 
(no sequence) 
Offertorium (no verse Hostias etpreces) 
Sanctus and 4vv Benedictus 
Agnus Dei I, II and III 
Communio (5vv) with verse Requiem aeternam 
16 Other orders occur rarely such as the reverse order III-H-I in the Gloria, bars 6-8, p. 97, and 
the order III-I-II which occurs repeatedly in the Agnus Dei, as for instance at bars 5-7, p. 
160. Occasionally choir I enters first and is followed by the other two choirs together. 
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As identified above there are reduced-voice sections for single choir in the 
Gradual (Verse In memoria is set for choir I), and in the Benedictus (set for choir 1). 
The Communio is for 5vv - S[S]ATB - where the first superius from the first choir 
sings in unison with the superius from the second choir, the same happening with the 
altus and tenor of both choirs. 17 
A particular type of tutti section is extensively used throughout the whole mass 
but not very common in the two-choir masses previously described: one choir starts 
first being later joined by the other to form a tutti, as for instance in the Introitus, bars 
16-9, p. 172 or in the Offertorium, bars 89-99, pp. 201-2. 
The mass also follows a homophonic style like the previous works thoughwith 
striking differences with respect to rhythm and pace: note-values are longer, there is 
no triple-time and no syllables on consecutive crotchets. 
The Pro defunctis lessons Parce mihi Domine, Responde mihi and Spiritus 
meus have many shared features. The most prominent is the fact that the text meaning 
and potential expressiveness determine the music. Word-painting is intensively used 
and the constant changes of texture respond quickly to the words in a madrigalian 
manner. 
An interesting example of successive word-painting occurs in Responde mihi at 
the words 'contra folium quod vento rapitur, ostendis potentiam tuarn, et stipulam 
17 See the Critical Commentary for a further discussion on this section. 
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siccam persequeris' (bars 17-25, p. 232). The first and last phrases are set in short 
r-ote-values and only for a single choir, choir 11 and I respectively. The middle phrase 
contrasts in both pace and sonorous volume being set in long note-values in a tutti. In 
the first phrase 'Contra' is illustrated by an antiphonal effect produced by voice 
pairing; 'folium' by quaver runs; 'rapitur' by quaver scales covering a seventh. The 
last phrase starts with short note-values at 'et stipulam' and contains extended quaver 
runs including strikingly disjunct quaver figures on all voices at 'persequeris'. 
Another interesting use of word-painting can be found in the long section 
cnoctem verterunt .... stravilectulum meum' of Spiritus meus (bars 39-52, pp. 241-3). 
Most of the text is set using black and white notes. 'Noctem. verterunt' is in triple-time 
with all notes in black coloration. This is followed by the contrasting word 'in diem' 
set in duple-time with white notes. 'si sustinuero, infernus domus mea est' is set in a 
tutti with a dramatic repetition of black notes repeated on the same pitch (on 
successive syllables) involving crotchets and dotted crotchet/quaver. Black coloration 
is used again at 'et in tenebris stravilectulum meum' in a tutti preceded by a close 
antiphonal repetition. 
Finally, the three Alleluias have a similar structure: they all start with a long 
reduced-voice section for choir I followed by antiphonal exchange in triple-time; the 
verse also contains a long reduced-voice section ending with a tutti. In the first and 
last Alleluias the reduced-voice sections have the interesting characteristic of setting 
consecutive syllables to crotchets within an imitative texture (note that in this period 
the assigment of consecutive syllables to crotchets usually involves repeated pitches 
in homophonic textures). 
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In the second Alleluia the single choir section of the verse corresponds to the 
Benedictus of the mass, and the last section is very similar to the first section of the 
Kyrie, as mentioned in the examples given in the footnote conceming common 
sections. 
In the verse of the first Alleluia there is an illustrative example of contrast 
highlighting the words 'Philippe qui videt me' (key phrase), p. 253. The text is set in 
crotchets contrasting with the slow preceding phrase. Finally the last words 'vidct et 
Patrem meum', pp. 253-4, are set imitatively and at a slow pace, and finally repeated 
in fast and homophonic texture on choir II followed by a tuttL The highlighting of 
these words seems likely to be closely related to the fact that Garro, was working 
under the reign of the Habsburgs and dedicated the polychoral collection to Philip III 
of Spain. 
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DUARTE LOBO 
General aspects 
As described in Chapter 2 most of the surviving polychoral works by Duarte Lobo are 
part of the collection Opuscula. This collection consists mainly of music for 
Christmas, namely responsories and a mass. All of its pieces are very concise as 
suggested by the collection's name. The collection closes with a Salve Regina for 
I lvv, three choirs. 
Table 3.2 below shows the voices and clef combinations employed. 18 It will be 
noted from column three of that table that the two 'SATB' choirs of particular works 
are in most cases not equal in that the clef employed for the bassus and/or altus parts 
varies. The bassus clef of the first choir is mostly higher than that of the second choir 
and the same difference occurs also between the altus clefs. Only Ave Regina 
caelorum, Regina caeli laetare and Missa Cantate Domino have the same clef 
combination for both choirs. 
Concerning harmonic independence, some works have harmonically 
independent choirs, namely Salve Regina, Regina caeli laetare, Hodie nobis caelorum 
and Hodie nobis de caelo and in all but one of the remaining works the choirs are 
mostly harmonically independent though occasionally the fifth of the chord is given to 
the lowest part of one of the choirs. In Missa Cantate Domino the choirs loose their 
independence more frequently than in any other work. 
is As happened with Garro's works, due to the existence of missing parts in Lobo's works, the 
analysis performed in this section is based on the previously identified missing parts. 
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Table 3.2 - Voice and clef combination in Lobo's works 
Hodie nobis caelorum. SA[T]B - SATB CIC3[ ]F3 - ClC3C4F4 
Hodie nobis de caelo SA[T]B - SATB CIC2( ]F3 - ClC3C4F4 
Quem vidistis pastores SA[T]B - SATB G2C2( ]C4 - G2C2C3F3 
0 magnum mysteriurn SA[T]B - SATB CIC3[ )F3 - ClC3C4F4 
Beata Dei genitrix SA[T]B - SATB CIC3[ ]F3 - ClC3C4F4 
Sancta et immaculata, SA[T]B - SATB G2C2[ ]C4 - G2C2C3F4 
Beata viscera SA[T]B - SATB ClC2[ ]C4 - ClC3C4F4 
Verbum caro SA[T]B - SATB CIC2[ ]C4 - ClC3C4F4 
Missa Natalitiae Noctis SA[T]B - SATB CIC2[ ]F3 - ClC3C4F4 
Alma Redemptoris mater SA[T]B - SATB G2C2( ]F3 - G2C2C3C4 
Ave Regina caelorum, SA[T]B - SATB CIC3[ ]F4 - ClC3C4F4 
Regina caeli laetare SA[T]B - SATB CIC3[ ]F4 - ClC3C4F4 
Salve Regina I lv [S]A[T]-SA[T]B-SATB [ ]C2[ G2C2[ ]C4 - G2C2C3F3 
Missa Cantate Domino SATB-SATB ClC2C3F4 - ClC2C3F4 
Concerning bassus parts in tutti sections, they move mostly by contrary motion 
and only in Regina caeli and Salve Regina do they also move in unison. 19 An 
important aspect regarding the bassus parts, which is not common in Garro's works, 
is that they do not just mirror each other in contrary motion but frequently take a full 
part in the counterpoint, as for instance in Hodie nobis de caelo at bars 6-11, pp. 290- 
1. 
In Lobo's works there are several aspects which indicate that in performance 
choirs could not sing far from each other: the choirs are not always harmonically 
19 In Salve Regina this happens in the second, third and last (fifth) tutti sections, namely at 
bars 29-30,34-7 and 70-2, In Regina caeli this happens at bars 8-9,16-8 and 25-6. 
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independent; occasionally in tutti sections chords are incomplete (frequently without 
the third) in one of the choirs; frequently in tutti sections the choirs merge into one 
group of eight voices written in imitative style where the bassus parts take a full part 
in the counterpoint; and above all, many tutti sections combine voices from across 
both choirs to form smaller groups which should be singing together as if they formed 
an individual choir. 20 
Tutti sections play an important role in Lobo's works and exhibit a wide variety 
of techniques resulting in a richness of sonorities not common in Garro's style. Some 
tutti sections follow the typical polychoral homophonic style with all voices moving 
together such as in the Gloria of Missa Cantate Domino, bars 73-74, p. 14. In many 
tutti sections the choirs merge into one single group of eight voices which are written 
with the most skilful techniques of counterpoint. Within these imitative tutti sections 
the voices may be combined in smaller groups from across both choirs (as mentioned 
above) as happens in Quem vidistis pastores, bars 8-13, pp. 296-7. Another interesting 
example occurs in Beata viscera bars 1-10, pp. 322-3, with the voices entering 
imitatively in a succession of pairs each set in contrary motion. Grouping of voices 
from across both choirs can also be done within a strict homophonic writing such as 
in the Credo of Missa Cantate Domino bars 19-25, pp. 413-4. Frequently, tutti 
sections close with only some voices singing from across both choirs as happens in 
Hodie nobis de caelo, bar 11, p. 291. When combining voices from both choirs, Lobo 
20 The combination of voices from across both choirs is more common in Missa Cantate 
Domino and in the responsories such as in Beata Dei, bars 15-8, p. 310. One singular 
example of this occurs in Missa Cantate Domino, in the reduced voice-section of 
Denedictus which is set for a single choir SSAT but with the voices drawn from both choirs 
(S and A from ch I, and S and T from ch II). 
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increases the possibilities for textural contrast and diversity. 21 Furthermore the several 
types of textures are enriched by a wide diversity of note-values. Imitative sections 
can be written in both long note-values as in the example given above and in short 
note-values as in 0 magnum mysterium, bars 6-10, pp. 309-10, and bars 16-21, pp. 
301-1, or in the Kyrie of Missa Cantate Domino bars 20-24, p. 399. Homophonic tutti 
sections, which tend to be short, also appear in either bursts of motives set with short 
note-values such as at bar 12 of Hodie nobis, p. 291, bars 11-13, or set with longer 
note-values such as in the Credo of Missa Cantate Domino bars 120-121, p. 425. 
Antiphonal exchange sections are mostly homophonic using fast declamation 
with all parts moving together in a declamatory manner. As happens with tutti 
sections, they appear in either bursts of short motives set with short note-values such 
as in Hodie nobis caelo bars 11-13, p. 291, or set with longer note-values such as in 
Quem vidistispastores? bars 1-5, p. 296. 
What is most significant about Lobo's way of using all the different textures 
described above is the constant emerging contrast (a striking example can be found in 
Verbum caro, pp. 329-31). Lobo makes good use of both the imitative style and a 
strong homophonic writing skilfully combined to create contrast and interest 
throughout the whole piece and at the same time producing sections with an 
interesting mixture of characteristics from both textures. One typical technique 
consists of starting two (or more) voices homophonically with the same melodic 
shape and then delaying one of them in order to produce a kind of imitative texture. 
Lobo's Pro defunctis mass (1621) for 8vv, already published in a modem edition, is an 
extreme example of this use of multiplicity of voice-combination. 
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One such example can be seen at the beginning of the Kyrie of Missa Cantate 
Domino, p. 397, where the tenor and bassus parts start homophonically but proceed in 
a kind of imitation produced by the delay of the first note of the bassus. Another 
example can be seen in the Kyrie of Missa Natalitiae Noctis, bars 7-8, pp. 337-8 (S2 
and T2). This technique is frequent throughout all his pieces. 
In antiphonal exchange, entries occur generally simultaneously though delayed 
or anticipated entries can also be found (much more frequently than in Garro's 
works). 
Antiphonal repetition is not frequent when compared with Garro, or Pedro de 
Cristo. Lobo was rarely content to repeat the music exactly in antiphonal repetition. 
Sometimes he repeats the same music antiphonally but changes the text, as for 
instance in MissaNatalitiae, Gloria, bars 11-12, p. 344. When repeating the text there 
is always some change in the music. The most common antiphonal repetition 
technique used by Lobo consists of transposing the bassus part (by fourths, fifths or 
by thirds) resulting in antiphonal sequences. When using the transposition by a third, 
most common in Missa Cantate Domino, the superius part is allowed to be repeated 
on the sarne pitches as for instance in the Gloria, bars 15-18, pp. 403-4. 
Sometimes in antiphonal repetition Lobo uses a particular device by adding new 
text without changing choir after an antiphonal repetition (examples can be seen in the 
Credo of Missa Natalitiae noctis, bars 95-7, pp. 362-3; and 111-6, pp. 364-5). The 
latter has a particular interest since the added text is further repeated antiphonally at 
bars 116-8 resulting in a kind of mirror - ch I- ch II - ch II - ch I. 
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Short note-values and syllables assigned to consecutive crotchets, dotted 
crotchcts/quaver and quaver pairs are used extensively throughout all the works. 
Syncopation assumes a prominent role both at entries and in the middle of phrases, in 
imitative and homophonic sections. As in Garro's works, the use of syncopation at 
entries through the figure $JJ is very frequent. 
Ornamentation is widely used in polyphonic sections and in cadences, following 
typical patterns such as running passages in crotchets or quavers (groups of four). In 
cadences the cambiata figure is very frequently used. Also in cadences, and unlike 
Garro and Pedro de Cristo, suspensions are almost never articulated and never sound 
against the resolution. 22 
Concerning mensuration Lobo uses both imperfect and perfect time. Within 
imperfect time, the most common mensuration signs is (diminution) but C is also 
used. In Missa Natalitiae noctis (Credo), Hodie nobis caelorum, Ave Regina 
caelorum, and Regina caeli laetare both imperfect mensuration signs are used. Triple- 
time is effectively and extensively used mainly in the responsories. Within triple-time 
the proportion used in the masses is the 'major' proportion 3 or 
3) 
while in the 
ý2 
remaining works it is the 'minor' proportion (3). 
Finally, concerning harmonic aspects it is relevant to note that the bassus parts 
frequently move in fourths and fifths with a preference for strong perfect cadences. 
22 In all the works analysed only one exception of an articulated suspension was found in 
Missa Cantate Domino bar 38 of the Credo. 
84 
Individual pieces 
The responsories respect their text structure setting some of the sections for double- 
choir and the remaining for 3vv. Throughout this text AB will denote the respond (B 
being the last part which is later repeated), C will denote the verse and D the lesser 
doxology. All except the first responsories have the respond AB for double-choir (the 
first responsory only has section B for double-choir). The 3vv sections vary the voice 
combination but the most common is SAT, choir I, as can be seen in Table. 3 3.3 below. 
Table 3.3 - Structural divisions and reduced-voice sections in Lobo's responsories 
1. Hodie nobis caelorum 
A Hodie (3vv) 
B Gaudet 
C Gloria in excelsis (3vv) 
B Gaudet 
D Gloria Patri (3vv) 
A Hodie (3vv) 
B Gaudet 
Choir I Choir Il 
SAT 
SAT 
SAT 
SAT 
ATB 
SAT 
5. Beata DO Genitrix 
A Beata Dei 
B Hodie genuit 
C Beata quae (3vv) 
B Hodie genuit 
Choir I Cboir II 
2. Hodie nobis de caelo 
A Hodie nobis 
B Hodie per 
C Hodie illuxit (3vv) 
B Hodie per 
3. Ouern vidistis pastores 
* Quern vidistis 
* Naturn vidimus 
* Dicite (3vv) 
* Naturn vidimus 
* Gloria Patri (3vv) 
* Naturn vidimus 
music in C=D 
4.0 maenum mystedu 
A0 magnum 
13 Beata virgo 
C Ave Maria (3w) 
13 Beata virgo 
6. Sancta et immaculata 
A Sancta 
B Quia quem 
C Benedicta (3vv) 
B Quia quem 
D Gloria Patris (3vv) 
B Quia quem 
7. Beata viscera 
A Beata 
B Quia hodie 
C Dies sanctificatus (3vv) 
B Quia hodie 
SAT 8. Verbum caro 
A Verbum caro 
B Et vidimus 
C Omnia per (3w) 
B Et vidimus 
D Gloria Patris (3w) 
B Et vidimus 
SAT 
SAT 
ATB 
STB 
ATB 
SAB 
SAT 
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Most of the responsories with the lesser doxology (D) have 3vv sections for 
both choirs. The only exception occurs in Quem vidistis pastores where the verse (C) 
and the lesser doxology (D) are both set for SAT of choir I but in this case they have 
the same music. The three voice sections are usually very concise and have an 
imitative texture with short motives using both short and long note-values. The 3vv 
sections were probably sung by solo voices since the double-choir sections have the 
indication chorus in the original printed partbooks. 
The respond AB is through-composed with no double bar division separating 
the refrain section B, but only a change from a tutti to a single choir or a change of 
choir. Therefore, when the refrain B appears again (without the preceding section A) 
its opening is rearranged rhythmically. 
In most responsories the opening phrase is set with long note-values while the 
last phrase is in triple-time or uses short note-values. Lobo uses sharp contrasts in 
rhythm and pace throughout the several pieces. For instance, most responsories make 
use of triple-time in alternation with duple-time. 23 
Tutti sections are frequently attained as one choir joins the other which has 
previously started such as in Beata Viscera bars 28-34, p. 325. Tutti sections also 
appear after some text has been first set by a single choir and then repeated by the tutti 
or repeating only the last words, as happens in the final bars of Hodie nobis caelorum, 
p. 289. An interesting example occurs in Hodie nobis de caelo bars 11-14, p. 291, 
23 Only the fourth and eighth responsories have no triple-time sections at all. Triple-time 
occurs only in section B (except in the first responsory where triplc-timc also occurs in the 
opening section set for 3vv). Since section B is a refrain triple-time occurs repeatedly 
throughout the pieces. 
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where choir II is followed by choir I in an antiphonal exchange over the word 'Hodie' 
and then choir I continues with the words 'per totum mundum' which are repeated in 
a lutti illustrating the meaning of the words. 
The great amount of short note-values and syncopation (used in both 
homophonic and polyphonic textures and in double-choir and reduced-voice sections) 
contribute to the animated character of the responsories. What is most striking about 
this type of character is its close link to the Villancico which is the most common 
genre used in the Iberian Peninsula for Christmas. The similarities between the 
responsories and the Villancico go beyond the animated character: the Christmas 
Villancicos were principally written for Matins, as were the responsories; the 
Villancicos also have a refrain section; and they usually alternate one or more soloists 
with a full choir (or choirs). 24 
Missa Natalitiae noctis differs from all other masses in the conciseness of all 
movements 25 as can be seen in Appendix 7. This appendix contains information about 
24 According to Nery, the main feast that required Villancicos was Christmas. Almost half 
of the production of the genre represented in the catalogue of Jo5o IV's library (1004 
entries) is intended for Christmas. For a further discussion on the feasts that required 
Villancicos, and the structure of the Villancico see Nery, '0 Vilancico portugu8s do 
S6culo XVII: Urn Fen6meno Intercultural'. Nery also notes that 'it was within the Office 
- and specifically at Matins - that the villancico established itself in is new religious 
role ... Within each Nocturne, the villancico alternated with lessons and responsories... 
'. 
Ibid. pp. 106-7. 
25 A good example of the conciseness of the mass can be seen in the Agnus Dei which 
contains the threeAgnus Dei statements in only 15 breves against 45 and 49 used by Garro. 
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all the masses analysed in this chapter as well as a representative set of masses by 
other composers. The mass has no Benedictus, which is not usual in a Christmas 
mass. 
There is a main motive which is most Uely to appear first in [TI] in the 
beginning of the Kyrie and then imitated by Al, bars 3-5, and Bl, bars 5-7, p. 337, still 
in the opening section by choir I. It then appears in several voices of choir II as this 
choir imitates the first one antiphonally with some rhythmic diminution. The main 
motive can be more clearly seen in the Christe, bars 16-29, pp. 339-40 where it is 
stated in long note values in S 1, then repeated antiphonally by rhythmic augmentation 
in A2 and finally appears in S2 of the final tutti. 26 Just as happens with these three 
statements all other statements of the motive use slight variations in rhythm and 
melodic shape (spccially at the end with extra ornamentation). There is a second 
relevant motive that is also very frequent and is harmonically associated with the 
main motive. Its first appearance can be seen in the opening of the Kyrie in B 1, p. 337 
and the beginning of the Credo, p. 35 1, is based on this motive. Both motives appear 
in all movements with special incidence at the openings and closings of main sections. 
There are reduced-voice sections for an individual choir in the Gloria, pp. 346- 
347 (choir I), and the Credo, pp. 354-6 (choir II), and pp. 358-361 (choir I). The first 
reduced-voice section of the Credo ('Et incamatus est... ') closes with a tutti passage 
26 Borges suggests that the main motive is based on the highest notes of each phrase of the 
first Christmas responsory contained in Liber usualis missae et officii, Tournai 1956. He 
also notes that the main motive also appears in the beginning of section B of the first 
responsory (in S2), 'Gaudet exercitus... ', and in the three voice section 'et Spiritui 
Sancto... '. See Borges, Duarte Lobo, p. 103. 
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highlighting the words 'et homo factus est' resembling the same section in Garro's 
Afissa F i1i quid. Overall, the mass is mostly homophonic and fast, resembling Garro's 
Missa Cantatc Domino. Dotted rhythms are frequently used at entries as a means of 
giving impulse to the music such as can be seen in the beginning of the Gloria. By 
simultaneously extending the dotted rhythm to all the voices in the beginning of the 
Gloria, p. 343, Lobo creates a strong homophonic opening tutti, which is not common 
in his other works. 
What is most significant about the three Marian Antiphons is their unusual 
conciseness. They have only 34 to 36 brevcs each, while Victoria's Alma Redemptoris 
mater and Ave Regina caelorum have 110 and 88 breves, respectively. They follow 
the chant only at the beginning although in Regina caeli the chant is present in the 
four verses. They do not have a plainsong intonation and do not respect the 
sectionalised structure of their respective texts completely. 
The three antiphons have slow and long imitative openings contrasting with the 
following antiphonal sections that are mostly homophonic and fast. Overall they 
follow Lobo's general stylistic aspects described above. 
Alma Redemptoris mater is characterised by frequent use of the syncopation 
figure sJJ' at entries. Tutti sections are mostly in polyphonic style with voices 
entering in pairs and having some voices at rest (only the final tutti contains all the 
eight voices simultaneously). 
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Ave Regina caelorum 27 is similar to the first antiphon. It contains a curious tutti 
section in imitative style using motives on short note-values, bars 13-16, p. 375. 
There, the bassus parts take a full part in the counterpoint as happens in other 
polyphonic tutti sections. 
Regina caeli has a very clear structure. Each verse is always stated by a single 
choir, alternating choir I for odd verses and choir II for even verses. Each verse 
alternates with the Alleluia section, set for double-choir almost always in triple-time. 
Salve Regina 1 1w, is written for three choirs the first of which has three voices. 
There is no plainsong intonation but parts of the chant are paraphrased throughout the 
piece. 
The sectionalised structure of the text is respected giving the odd verses to choir 
I and the even to double-choir - ch II, HI. As a result the piece alternates between 
reduced-voice sections of 3vv (choir 1) and double-choir sections. This means that 
choir I exchanges with the other choirs in a responsorial. rather than an antiphonal 
manner, resembling the alternatim style. The only section where the three choirs 
exchange, though in a very restricted way due to the conciseness of the section, is in 
the final invocations. Even there choir I seems to maintain an autonomous role 
suggested for instance by the unexpected rests of Al. (the only surviving part of ch I) 
27 For a comparative account of several settings of Ave Regina caelorum see O'Regan, Sacred 
Polychoral Music in Rome, pp. 164-7. This account considers two settings by Palestrina, 
one by Victoria and one by Zoilo. 
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in the final tutti. These rests suggest that ch I is not at all involved in the tutti. 
Furthermore, looking at the whole piece it seems that ch I never overlaps with the 
other choirs. Why does this happen? One possible answer could be that the piece 
would be performed only by two choirs giving ch I parts to some individual parts 
(three solo voices) from the choirs. Recall that the original partbooks contained 
different indications in the three choirs (see Chapter 2, (footnotes)) suggesting that 
choir I was performed by solo voices and that the full choir only had 8vv. Another 
possible answer could be that ch I would be so far from the others that fully co- 
ordinated singing was not possible (for instance if the singers could not see each 
28 
other). 
By alternating the verses between reduced-voice sections (odd verses) and 
double-choir sections Lobo creates a good contrast in texture throughout the piece. 
Because there is only one surviving part in ch I little can be said about the 
characteristics of the reduced-voice sections. Double-choir sections are mostly 
homophonic using Lobo's typical antiphonal techniques. Tutti sections are usually 
pseudo-polyphonic with rests in some voices, such as at bars 59-60, p. 393. Also in 
tutti sections the bassus parts move frequently in unison, such as at bars 70-2, p. 395, 
unlike all the other works. 
28 This might have been the case if, at the Monastery of Santa Cruz in Coimbra, either ch I or 
ch II and III were in the coro alto. 
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Missa Cantate Domino is based on a main motive that is first stated by the 
bassus of the first choir in the beginning of the Kyrie, p. 397 . 
29 This motive is always 
present at the opening of each movement and the main sections therein. The name of 
this mass immediately suggests a comparison with Garro's Missa Cantate Domino but 
the two masses are based on different motives and reveal completely different styles. 
Unlike the other polychoral works by Lobo, Missa Cantate Domino has a great 
proportion of tutti writing in all movements using a wide variety of devices. A good 
example of this can be seen in the Gloria, which has several long sections in tutti. 
Another interesting example can be found in the section 'Et incamatus est' of the 
Credo, bars 44-56, pp. 416-7, completely written for tutti, contrasting with other 
masses such as Lobo's Missa Natalitiae noctis and Garro's Missa Fili quid where it is 
written for a single choir. 
29 Borges suggests that the main motive is based on the intonation in retrograde motion of the 
Alleluia verse of the mass with the same name (of the sixteenth Sunday after Pentecost) 
contained in the Lisbon edition of the Roman Gradual (1791). See Borges, Duarte Lobo, 
p. 140. 
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PEDRO DE CRISTO 
General aspects 
From the surviving eight pieces we can form a picture of Pedro de Cristo's polychoral 
style. The pieces display a great consistency of stylistic features that show not only a 
very individual manner of composition but also a progressive approach to the 
polychoral style. 
Most of the pieces use the same voice/clef combination in both choirs as can be 
seen in the following table. This voice combination is SATB and the corresponding 
clef combination is either the standard combination -C1 C3C4F4 - or more frequently 
the chiavette - G2C2C3C4. 
Table 3.4 - Voice/clef combination and red. -voice sections in Pedro de Cristo's works 
Voice combination Clef combination Red. -voice sec. 
Tristis est anima mea SSAT-SATB G2G2C2C3 - G2C2C3C4 ch II, ch I 
Parce mihi Domine SATB-SATB ClC3C4F4 - ClC3C4F4 
Magnificat SATB-SATB G2C2C3C4 - G2C2C3C4 SSAT 
Miserere miM Domine SATB-SATB G2C2C3C4 - G2C2C3C4 
Salva nos Domine SATB-SATB G2C2C3C4 - G2C2C3C4 
Dixit Dominus 7v SAT-SATB G2C2C3 - G2C2C3C4 
Ave Maria SAAT-SATB G2ClC2C3 - G2C2C3F3 chI 
Sanctorum, meritis SATB-SATB ClC3C4F4 - ClC3C4F4 ch I 
Tristis est anima mea uses a different voice combination for each choir, SSAT - 
SATB. The SSAT combination is also found in the single choir section of the 
Alagnificat, verse five. 
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In Ave Maria Pedro de Cristo uses a different clef combination. The peculiar 
combination of the first choir is certainly related to his distinctive and most typical 
clef combination (G2CIC2C3) found for instance in the four-voice motets preserved 
30 in C BGU, MM 33. In the psalm Dixit Dominus the first choir has only three instead 
of four voices. 31 The use of seven voices split into two choirs is common in the 
writing of polychoral Villancicos 32 and might have influenced Pedro de Cristo when 
writing this psalm. 
Many of the texts used in these pieces have a sectionalised structure associated 
with the traditional liturgical antiphony (suitable for polychoral writing as discussed 
in Chapter 1). This is the case with the responsory Tristis est anima mea, the 
Magnificat setting, the psalm Dixit Dominus, Ave Maria and the hymn Sanctorum 
meritis. As can be seen in Table 3.4. except for the Dixit Dominus these pieces have 
reduced-voice sections in accordance with the sectionalised structure of the texts. 
Reduced-voice sections are usually written in a polyphonic imitative style contrasting 
with the general homophonic style of double-choir sections. 
30 See Rees, 'Music by Pedro de Cristo', p. viii. 
31 The Spanish composer Pedro de Tafalla (1605-1660) who worked in the Escorial wrote a 
Magnificat setting for 7vv arranged for two choirs, the first of them with three parts. This 
setting is transcribed by Noone, Music and Musicians in the Escorial Litursy under the 
Habsburgs, see pp. 154-6 and 330-355. 
32 For a further discussion concerning the sacred Villancico see Laird, Towards a History of 
the Spanish Villancico, which contains several examples of 7vv settings. See also Torrente, 
The Sacred Villancico in Early Eighteenth-Century Spain. 
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Table 3.5 - Harmonic independence in tutti passages and bassus-parts motion in 
Pedro de Cristo's works 
Bassus-parts motion Choir I Choir 11 
Tristis est anima mea mirror each other in contrary motion; harm ind except at harm ind 
(SSAT-SATB) move in unison in the final cadence. bar 40 
Parce mild Domine mirror each other in contrary motion; harm ind harm ind except at 
(SATB-SATB) move in unison only once at bar 44. bar 17 
Magnificat octavi toni mirror each other in contrary motion or move harm ind except at harm ind except at 
(SATB-SATB) in unison. The latter usually occurs at the bar 6 bar 15 
main cadences in the middle of the verse and 
always in the final cadence at the end of each 
verse. 
Miserere rnihi Domine tend to mirror each other in contrary motion harm ind notharmind 
(SATB-SATB) 
Salva nos Dornine mirror each other in contrary motion in the harm ind harm ind 
(SATB-SATB) first, third and fourth tutti; move in unison in 
the second, fifth and at the final tutti 
cadence. 
Dixit don-Anus 7v mirror each other in contrary motion or move harm ind except at harm ind 
(SAT-SATB) in unison (or octaves). I'lie unison motion bars 4,18 and 41 
occurs between passages in contrary motion 
in the middle of the tutti at bars 24-5 and 45- 
6. 
Ave Maria mostly do not mirror each other. not harm ind harm ind 
(SAAT-SATB) 
Sanctorum meritis mirror each other in contrary motion; harm ind except at harm ind 
(SATB-SATB) move in unison only at two moments (at bar 5 and in the last 
, 
cadences), bars 14-5 and 20. tutti at bar 19 
Regarding harmonic independence in tutti passages it can be seen through the 
table that only in Salva nos Domine are the choirs completely independent. In the 
remaining pieces there are always some moments (more frequent in Miserere mihi 
Domine and Ave Maria) when they lose independence suggesting that when 
performing the choirs might have been close to each other. As can be seen in the table 
both choirs I and II may lose independence, though when choir I has a tenor for its 
lowest part, choir II is always harmonically independent. 
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As in Garro's works the bassus parts in tutti passages move mostly along the 
roots either in contrary motion or parallel unison even in pieces with a tenor as the 
lowest part (in this case the parallel motion may be in octaves). Also, the two types of 
motion are used alternately throughout the pieces changing from one to the other 
apparently without criteria (see Table 3.5 for a detailed description of this issue). 
What is most significant about Pedro de Cristo's writing is the attention given to 
the text. The articulation between choirs, tutti passages and the length of phrases are 
determined by the text which is usually divided consistently according to its 
punctuation and structure. Also, individual words are extensively treated with great 
care through a wide variety of musical devices in order to highlight their meaning or 
importance within the text. This can be seen for instance in Parce mihi Domine at the 
words 'Peccavi', p. 452, and 'domiiam', p. 454. They are both set by a tutti (a 
common procedure'used for highlighting certain words) and the dramatic effect of 
the former word is increased by a common rest in all parts while for the latter word 
Pedro de Cristo uses long note-values. 
Furthermore, these aspects are well balanced with musical contrast and variety. 
Through the polychoral idiom, Pedro de Cristo seems to have found a good response 
to the textual requirements of his time - clear declamation and musical expression of 
text meaning. 
Clear declamation is achieved through a strong homophonic texture. There are 
extended syllabic passages built from crotchets and quavers resulting in an overall fast 
declamation. The abundance of crotchets and quavers bearing separate syllables 
seems to shift the basic pulse from the minim to the crotchet. The syllables are 
frequently assigned to consecutive crotchets, dotted crotchet/quaver and quaver pairs, 
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sometimes reDeated on the same pitch. Am example of a long passage on crotchets (at 
different pitches) can be seen in Dixit Dominus, bars 21-2, p. 475. This passage also 
introduces an important device: rapid harmonic change (seven different chords - one 
for each crotchet). In general the dominating homophonic texture and fast 
declamation style produce a quick harmonic rhythm with tonal-like progressions and 
preference for strong perfect cadences increasing the overall harmonic feeling. 
As happens with Garro and Lobo, syncopation is extensively used. At entries 
the most frequent figure is IJJ. 
Triple-time is never used in the pieces though when using consecutive 
syncopation Pedro de Cristo produces a triple-time effect as happens in the Magnificat 
setting at the word 'recordatus', p. 464, which is repeated three times and always with 
the same rhythm, or in Salva nos Domine at the word 'vigilantes', p. 470. 
Due to the strong homophonic texture of the pieces, within each choir all parts 
have the same rhythm, relieved only by cadential ornamentation. A common cadential 
decoration used by Pedro de Cristo consists of a suspension sounded against the 
resolution as for instance in Ave Maria, bar 22, p. 482, or in Parce mihi Domine at the 
words 'o custos hominum', bar 29, p. 452. This decoration is sometimes combined 
with a cambiata figure as happens with the former example given above. It is 
interesting to note that while Lobo also uses the cambiata figure Garro rarely does. 
In general the text is highly fragmented, broken up into short phrases of a few 
words producing a rapid and short antiphonal exchange between choirs. Choirs rarely 
overlap and usually voices enter together at the opening with no delayed or 
anticipated entries by individual voices. At changeover points the incoming choir 
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almost invariably enters after the outgoing one has resolved its suspension (if 
existing) and has come to rest on the resolution chord. 
Antiphonal repetition is performed in many ways. The most common is exact 
repetition (eventually with a slight variation) such as in Salva nos Domine at bars 13- 
5, p. 471. 
One of the most interesting (and frequently used) polychoral techniques of 
Pedro de Cristo concerns text repetition by a tutti. The text is first set by a single choir 
and then repeated by a tutti, where the incoming choir repeats the music of the 
preceding choir with a slight variation. The technique may be seen as a simple 
antiphonal repetition but reinforced with the continuation of the precedent choir. Most 
openings use this technique, as for instance Salva nos Domine, p. 470, and Ave Maria, 
p. 480. Further examples can be found in the middle of the pieces but they tend to use 
transposition as can be seen in Parce mihi Domine, bars 24-5, pp. 451-2. 
Tutti sections are usually short and homophonic. They have a crucial role not 
only as a structural device but also to highlight some words of the text (as exemplified 
above). Sometimes they are used only for one word. Final tutti are usually more 
extended and ornamented with a more polyphonic texture. 
33 Pedro de Cristo clearly seems to show a tendency for conciseness. For 
example, his Dixit Dominus psalm has only fifty-two breves despite its long text; 34 his 
Salva nos Domine has only twenty-one breves but exploits all the typical 
33 Rees, 'Music by Pedro de Cristo', p. x, already observed this characteristic in Pedro de 
Cristo's surviving motets preserved in C BGU with the call-number MM 33, and also in 
Manuel Cardoso's motets (1648) (see modem editions, Cardoso, Livro de Vdrios Motetes). 
34 For comparison note that Victoria's Dixit Dominus has 147 breves and Francesco Soriano's 
has 103 (see modem editions). 
98 
characteristics of his polychoral style; his Parce mihi Domine has only fiRy-one 
breves being even shorter than Garro's Parce mihi Domine with seventy-three breves. 
Individual pieces 
In the Responsory for Matins of Maundy Thursday Tristis est anima mea the first part 
of the respond and the verse are given to individual choirs and only the last part of the 
respond (refrain section) to the double-choir. The distribution of the text between the 
choirs in the double-choir section is schematically represented as follows: 
Vos fugam capietis ch H- tutti 
et ego vadam chI 
inunolari ch 11 - ch I 
pro vobis ch II - futti 
The beginning of the section, set with quick declamation in imitative texture for 
the words 'Vos fugam capietis', is a good example of word-painting. 
Despite the conciseness of this section (eleven breves) Pedro de Cristo uses 
several polychoral techniques including some of his particular devices such as 
repetition of the text by a tutti (after a single choir). 
In spite of the great extension of the text of the Pro defunctis Lesson Parce 
mihi Domine, the piece is very concise with only 51 breves. The distribution of the 
text between choirs can be seen in Appendix 8. 
There is no antiphonal repetition except at the word - 'Quare', p. 452. There are 
no long phrases with a contrapuntal texture, and no extended melismatic tutti 
passages. On the contrary, the emphasis is on a clear declamation given by a strong 
homophonic texture and by repetition of notes on the same pitch. Clarity and 
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simplicity of this syllabic homophony are well combined with variety and interest that 
is maintained by rhythmic variation contrasting slow-moving sernibreves and minims 
against parlando crotchet declamation. 
When comparing this lesson with Garro's lesson with the same text it is seen 
that while Pedro de Cristo uses a strong homophonic texture with almost no 
antiphonal repetition showing great care with the clarity of the text, Garro focuses his 
attention on the use of word-painting devices for specific words. 
The Magnificat octavi toni is an alternatim setting for the odd verses where the 
fifth verse is set for one choir with a different voice combination - SSAT. The setting 
has the opening word 'Magnificat' intoned in plainchant and begins with 'anima mea' 
in the first choir with a paraphrase of the chant in the tenor. The other verses also 
paraphrase the chant (mainly at caesura and final cadence of each verse). The 
Magnificat displays a wide variety of progressive polychoral techniques. The very fast 
declamation of the text with short note-values and the strong homophonic texture 
assumes an important aspect. This aspect joined with short and quick antiphonal 
repetition becomes the most exciting element of the piece. 
Virtually all segments of text are repeated at least once and there is no 
antiphonal exchange with a different text. 35 Text units repeated antiphonally only 
once tend to repeat the music exactly; text units repeated more than once tend to vary 
the music but keep the same rhythm. Of course this is not so straightforward and there 
35 See Appendix 8. 
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is a wide diversity of (text repetition) techniques particularly for text units repeated 
more than once. 
The antiphon for Compline Miserere mihi Domine is a very concise piece with 
a very short text: 'Miserere mihi Domine, et exaudi orationem meam'. Repetition of 
notes on the same pitch constitutes an important feature of the piece. It starts with 
'Miserere mihi Domine' set first antiphonally and then with a tutti with a totally 
chordal texture. The second part of the text 'et exaudi orationem meam' is an 
extended tutti where the choirs gradually lose their individuality and merge into one, 
also exploring different groups of voices - six, two, four or three voices. 
Pedro de Cristo's setting of the antiphon Salva nos Domine for Compline of 
only 21 breves of length is one of his most singular works. The text is highly 
segmented and the segments of text are always set first by a single choir, then 
repeated either antiphonally or by a tutti or even both as is shown schematically 
below. 
Salva nos Domine ch I- tutti 
vigilantes, 
custodi nos, 
dormientes: 
ut vigilemus 
cum Christo, 
et r equiescamus 
in pace. 
ch Il - tutti 
ch I- ch H- tutti 
ch II - ch I 
ch Il - tutti 
ch I- ch II 
ch I- ch II - tutti 
ch I- ch II - ch I- tutti 
Antiphonal repetition is usually almost exact. Text repetition by a tutt! follows 
the usual technique already described. When the text is repeated more than once, 
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being first set with antiphonal repetition and then by a tutti, then the last repetition has 
different music (a similar procedure was used in Magnificat). 
Although there is no reference to the psalm tone in the manuscript source the 
vespers psalm Dixit Dominus may be assigned to the eighth tone: the chant appears at 
the beginning in Sl and also appears paraphrased at the end of some verses; the 
cadences at the end of each verse are all on a G. 
The articulation between choirs is determined by the text and reflects the 
influence of the antiphonal psalmody tradition. Consequently, the emphasis is on 
antiphonal exchange and clear declamation with very little antiphonal repetition and 
tUtti. 36 
Pedro de Cristo's singular device for text repetition (single choir - tutti) has 
here one variant: the tutti repeats the text and adds new words. This can be seen for 
example at the first tutti 'sede a dexteris meis', bars 2-4, p. 473, or 'in terra 
multorum', bars 35-7, p. 477 . In Missa Natalitiae noctis Lobo used a similar device 
within antiphonal repetition by adding new words to the incoming choir after 
repeating the text of the outgoing choir. 
Ave Maria is divided into three main sections separated by bar-lines. The text 
distribution between the choirs is given schematically below. 
Ave Maria, ch I- tutt! 
gratia plena, ch II - tutti 
Dorninus tecurn. ch I 
Benedicta tu ch II 
in mulieribus, ch I- tutti 
et benedictus fructus ch I- ch II 
36 See Appendix 8. 
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ventris tui ch I- tutti 
Spiritus Sanctos ... tibi. ch I (red. -voice section) 
Ideoque quod nascetur tutti 
ex te ch II 
ex te sanctum vocabitur ch I- ch II 
Filius Dei. ch I -+ tutti 
There is much ornamentation in tutti passages with emphasis on the cadence 
decoration (regular use of cambiata figure and a running passage with the suspension 
sounded against the resolution). The final tutti is the most extended. Here the choirs 
lose their individuality and merge into one. The texture is more polyphonic and there 
is a close imitation with the same motive in which both low parts also take a full part 
in the counterpoint . 
In this piece the pace used is slower than in the others, moving mainly in 
minims. The use of consecutive crotchets on syllables is reserved for antiphonal 
repetition producing a sudden contrast with its fast declamation. 
Finally, the Vespers hymn Sanctorum meritis is used for feasts of two or more 
martyrs. Its text is very long with a sectionalised structure of five stanzas. However 
Pedro de Cristo sets only the odd stanzas. The third stanza is set for a single choir - 
choir I. The first and last stanzas are for double-choir, the last having the same music 
as the first but with the choirs exchanged. 37 There is no antiphonal exchange with 
different text but there is a wide variety in handling text repetition either antiphonally 
or by tutti. 
37 See Appendix 8 for the text distribution in the first stanza. 
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JoXo LOURENrýo REBELO 
The set of works by Rebelo considered in this study consists of twenty six pieces, 
eighteen of them are for Vespers (psalms and MagnYwat settings); six for Compline 
(psalms, lesson and antiphon) and two for the Holy Week (Miserere and 
Lamentations). As noted in Chapter 2 these works are published in modem edition. 38 
Given the great number of works and the time distance from the other works 
analysed in this chapter it is not possible to follow the same type of detailed analysis 
as performed for the other composers. Also, since the main purpose of the analysis of 
Rebelo's works is to complement the general study of Portuguese polychoral music 
and since volume II contains no editions by this composer, the analysis is performed 
in a general perspective as opposed to the analysis of Garro's, Lobo's and Pedro de 
Cristo's music which constitutes the main focus of this study. 
Table 3.6 below contains information concerning Rebelo's works. The first two 
columns of the table contain the volume and page number of the modem edition 
mentioned above. Although the works were published together in one collection in 
1657, Rebelo attached a date to each composition and this is given in the third column 
of the table. Column M indicates music for Compline - C, music for Vespers -V and 
music for the Holy week - H. In the Voice combination column the letter "i" after a 
voice type means obbligato part for instrument - vox instrumentalis. CF stands for 
Cantus Finnus in long note-values. 
38 See Rebelo, Psalmi tum vesperarum, Vol I-IV. 
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All the pieces have a bassus continuos with very few figures included. The 
bassus continuos tends to follow the bassus part, taking on the character of a basso 
seguente rather than an independent voice. 
As can be seen from Table 3.6 there is a wide variety of combinations with 
respect to total number of parts, number of choirs, number of parts per choir, and 
types of parts (voice or instrument). There are 14 works for two choirs, 9 for three 
choirs and 3 for four choirs. Two pieces (Dixit Dominus, 1638 and Magnificat, 1639) 
have an additional separate instrumental voice. Altogether there are seven pieces with 
instrumental parts, all of them with more than two choirs. 
With regard to the voice combination all the works have the combination SSAT 
for one of the choirs (usually choir I), while the remaining choirs mostly have the 
combination SATB. The only exceptions are found in: Ecce nunc which has one choir 
with three voices; Miserere which also has one choir of three voices and another choir 
with AATB; and the last lamentation where the second choir has the combination 
ATTB reflecting a deliberate choice of low-register voices which allows a greater 
registral contrast and gives a dramatic character to the piece. One interesting aspect is 
the scoring of choirs with three instruments and one solo voice which is also common 
in other Iberian works of composers such as Gabriel Diaz BessOn and Manuel de 
Tavares (see Appendix 3). 
Table 3.6 is sorted by chronological order and it is clearly seen that the period 
before 1650 exhibits works with more than two choirs, several instrumental. parts, a 
wide variety of total number of parts and contrasting choir combinations in each 
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work, while the works from the subsequent period are mostly for two choirs, 8vv, and 
no obbligato instrumental parts (except for the bas= continuos). Looking closer at 
the works it can be further seen that the earlier period works are also much more 
virtuosic and experimental in character. 39 This is probably related not only to his 
younger age and his particular relationship with Joao IV, but also to the fact that 
before 1640 he was working in the ducal chapel at Vila Vigosa with many resources 
at his disposal and a strong demand to exhibit his compositional skills. 
Several compositional features of the earlier period works may be further 
described. 
The richness of textures and colours induced by the diversified number of parts 
and use of instruments is also reflected throughout each individual piece. When the 
choirs have very different mixtures of voices and instruments the dialogue between 
them (in antiphonal exchange) generates contrasting textures throughout the piece. 
For instance this happens in Ecce nunc which has the following 'structure and 
distribution of the text among the four choirs: ch I (3w) - SSA; ch II (solo voice and 
three instruments) - SiSiATi; ch III and IV - SATB. 
39 An analysis of the non-polychoral works contained in the collection (see Table 2.2) also 
reveals an experimental and virtuousic: character of the earlier works. The number of parts 
and the instrumental combination of the majority of the early works (polychoral or not) is 
by itself a first sign of this experimental character. 
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Table 3.7- Schematic structure of Ecce nunc (1636) 
Bar 
1 1. Ecce nunc chl - tutti (chl+3+4) 
4 benedicite Dominum. ch2i dotted rhythm motive 
9 b) onmes servi Domini ch3 - ch4 -chl - ch2i - tutti 
15 2. Qui statis in domo Domini ch I (six bars) short note, imitative 
21 benedicite Dominum ch2i - chl - ch3 - ch4 - ch3 dotted rhythm motive 
30 omnes servi Domini tutti 
35 b) in atriis domus Dei nostri chl (seventeen breves) imitative 
52 benedicite Dominum ch2i - chl - ch3 - ch4 - ch2i dotted rhythm motive 
58 omnes servi Domini antiph rep (long sec) - tutti CF: altus ch4 
73 3. In noctibus ch2i - chl. homoph - imit - homoph 
78 extollite manus vestras in sancta ch2i (eleven breves) - tutti imit, slow (great contrast) 
93 b) et benedicite Dominum antiph rep- tutti quavers and CF: superius ch4 
106 4. Benedicat te Dominus ex Sion ch2i 
III b) qui fecit caelurn et terrarn antiph rep (long sec) - tuta triple-time 
151 Doxology chl 
Ecce nunc also reveals a different attitude towards the text. It does not respect 
the text structure completely and repeats one of the text sections ('benedicite 
Dominum, omnes servi Domini') twice (by inserting it in verse two) as can be seen in 
40 Table 3.7 (bold characters). In spite of this insertion of text in verse two, there is 
always a clear division between verses (usually with a rest in all voices after a final 
tutti). Rebelo uses the same dotted rhythmic motive for the repeated section. This 
motive is always introduced by the instrumental superius of choir II and the section 
always proceeds with some musical variation and a different choir dialogue each time 
it appears. Curiously the last two verses do not contain the repeated text section 
40 'Ibis type of text insertion is also seen in Lauda Jerusalem. Ibis procedure can be seen, at 
least to some extent, as the ritornello principle (practiced for instance by Venetian 
composers). 
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reflecting Rebelo's constant care for variety, contrast and asymmetric structures. 
Throughout the psahn there are several long sections for single choir, always choir I 
(only three voices) or choir II (three instruments and solo voice), producing great 
contrasts in texture, colour and pace. 
Just as happens with Ecce nunc in his earlier period works Rebelo reveals a 
great care for large-scale structures in the sense of exploring rich but very clearly 
defined structures obtained through multiple choir combinations. The culminating 
example can be seen in his Magnificat (1639) for three choirs and one solo voice, 13 
parts: ch I- SSAT; ch II - SATB; ch HI - three instruments and one solo voice ; and 
a superius instrumental solo part (Vi) (see Table 3.8 below). 
This Magnificat sets only the odd verses with a clear division between the first 
and second part of each verse and a final tutti at the end of each verse. There is a close 
relation between the verse number and the scoring of the respective music: verses 5,7 
and 9 have 5,7 and 9 parts respectively. Each verse is treated in a different manner 
(with respect to scoring, texture, choir dialogue). The texture of the Magniflicat is 
highly imitative with almost no homophony but with a very high fragmentation of the 
text and successive repetition of small sections of text within the imitative texture. 
Also the text fragments which constitute a particular text section are sometimes 
combined in a random order (separated by rests) creating a fragmented pattern of text 
distribution over the several parts that take part in a particular section, as happens for 
instance in verse 7, bars 130-48, (See modem editions, Rebelo, Psalmi tum 
vesperarum, Vol. II, p. 364-9). 
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Table 3.8- Schematic structure of Magnificat tone 4 (1939) 
Bars Vers ný of scoring 
parts 
119 chl + ch2 + A3 
26 3 all chl + ch2 + ch3 + Vi 
80 55 ch3 + Vi 
130 77 AAATTB Vi 
(Al, TI + A2, T2, B2 + A3 + Vi) 
177 99 chl + ch3 + Vi 
244 11 all chl + ch2 + ch3 + Vi 
CF 
A3 imitative; CF start at anima 
Vi ant. rep.; fragmented text; 
texture mainly irnit 
A3 CF (tx) very long note-values; 
inst: rep. of the same motives 
like ostinato 
Vi segmentation; great fragmen- 
tation of the text; imitative; 
TO ant rep; imit; fragmentation of 
text 
TO ant rep; imitative 
sec b) use of quavers in imit 
As happens with the Magnificat (1639), in the other earlier works the text is 
highly fragmented with each text unit repeated several times. Rebelo clearly 
fragments the text for expressive reasons and expressiveness issues assume a vital 
importance throughout all the works. All the resources are based on the ideals of text 
expression. 
The dominant texture is imitative with a complex contrapuntal writing enhanced 
by the large number of parts. The mastering of a highly complex contrapuntal writing 
may reflect the influence of JoAo IV's taste and demands. 41 Homophony is also 
present, but more prominently in triple-time sections. 
41 Joao IV himself was an amateur musician who wrote two theoretical works - Defensa de la 
musica moderna contra la errada opinion del obispo Cyrilo, Franco (1649), and Respuestas 
a las dudas que se pusieron a la missa Panis quem ego dabo de Palestrina (1654), 
reproduced in facsimile by M. de Sampayo Ribeiro - and several compositions. In the 
theoretical works Joao IV shows a wide knowledge of both the theory and the repertory of 
liturgical music and defends the expressive power of the stile antico revealing a preference 
for the style of Palestrina. For a discussion concerning Joao IV as a musician see Nery, The 
Music Manuscripts in the Library ofKing D. Ado IV, Chapter IH. 
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There is a clear intention to use and explore old techniques such as the use of a 
cantusfirmus on long note-values as happens for instance in the Magnificat (1639) 
where the cantusfirmus is constantly present according to the distribution given in 
Table 3.8. As can be seen in Table 3.6 the cantus firmus is used in many pieces. 42 
Furthermore it is usually based on the psalm-tone (in the original or transposed pitch). 
Plainchant is used at some openings (intonation) such as in Beatus vir, tone 8 or 
for individual sections such as in the Magnificat (1640) which has plainchant in verse 
10. 
Some of the devices used stem from pre-existent psalm performance traditions, 
namely the alternatim style (in the Magnificat (1639)) and most of all the use of the 
psalm tone. The psalm-tone is always present either as a cantusfirmus or paraphrased 
in some of the parts. 
In the later works, which are mostly psalms for vespers, the texture is more 
homophonic with a great deal of antiphonal exchange (including antiphonal 
repetition). Very frequently there are long sections with each voice repeating the same 
note and all at the same time, first antiphonally and then in tutti, such as in Laetatus 
sum (1652), bars 170-83 (see Rebelo, Psalmi tum vesperarum, Vol. II, pp. 25 8-9). The 
doxology is always present and is usually set imitatively with short note-values. The 
psalm-tone is always present, paraphrased in some of the parts. 
Triple-time is used in most of the works with special incidence in the later ones 
some of which are completely set in triple-time as can be seen in Table 3.6. 
42 The use of a cantusfirmus was also made by other composers such as Monteverdi in his 
Vespers psalms and Magnificat (1610) and other Vespers items. For a discussion 
concerning the use of cantusfirmus in Monteverdi's works see Roche, North Italian 
Church Music in the Age ofMonteverdi, Chapter 7. 
III 
The main characteristics of each period can be illustrated through the 
comparison of the four Magniflcat settings (1639,1640,1652 and 1653), two of them 
written in the earlier period and the other two in the later. The schematic 
representation of the first is given in Table 3.8 above, while for the last three see 
Appendix 9. 
Both the 1639 and 1640 settings have a highly imitative texture but exhibit 
distinct (experimental) characteristics as most of the earlier works do. The 1639 
setting (alternatim) places its focus on scoring issues and expressiveness. The 1640 
setting (through-composed) is scored for two choirs with no obbligato instruments 
(which contrast with most of the other works for more than two choirs and with 
instruments) and mostly focuses on the contrapuntal texture. It contains a great 
amount of antiphonal repetition and virtually all the text units are repeated at least 
once. These units are always very small due to the high fragmentation of the text. 
Antiphonal repetition uses mostly an imitative texture and in tutti passages (which are 
very few) the choirs merge into one. As a result the bassus parts are kept as 
independent parts which take a full part in the counterpoint and there is a lot of choir 
overlapping. The setting uses very short note-values (almost always crotchets). 
The later settings (1652,1653), both through-composed, are much more 
homophonic but frequently one or more voices are slightly delayed or anticipated at 
take-over points. Both settings use a great amount of note repetition on the same pitch 
resulting in chord repetition by the entire choir or even tutti. There is little text 
repetition and overall the structure is simpler with a much more clear declamation 
which resembles the polychoral works from the beginning of the century (such as 
Garro's and Pedro de Cristo's works) written with a strong homophonic texture. One 
rnajor difference is given by the systematic use of triple-time. 
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In addition to what has been said above several common characteristics of all 
the works are worthy of note. 
Expressiveness assumes a major role in most works with special emphasis in the 
earlier period. The texture is predominantly imitative though again with greater 
emphasis in the earlier period. In tutti sections the choirs are mostly harmonically 
independent though occasionally one of the choirs has the fifth of the chord in the 
lowest part, such as happens in Dixit Dominus (1651) at bars 176 and 201 (see 
Rebelo, Psalmi tum vesperarum, Vol I, pp. 103 and 105. 
Note-values are widely varied and quavers are the smallest syllable carrying 
unit. Just as in Garro's, Lobo's and Pedro de Cristo's time there was a shift from 
minims to crotchets as the smallest syllable-carrying unit, in Rebelo's time there was 
a further shift to the quaver, while the placing of syllables on crotchets became a 
commonplace procedure. Since the long note-values are still used as syllable carrying 
units, an increased diversity of time units is obtained which reflects the new virtuosity 
of singers and the influence of instrumental styles of the time. 
Chromaticism is an important element that Rebelo uses both with relation to the 
text and also independently of the text. An extreme example can be seen in the 
lamentations at the word 'amaritudine' (see Rebelo, Psalmi tum vesperarum, Vol. IV, 
pp. 696-9) which is set imitatively with all voices of ch II in ascending chromatism. 
Furthermore the section is repeated antiphonally by ch I- ch II - ch 1. 
Chromatic alterations are largely used as a compositional device not only for 
cadences but also for sequential modulation and emphasis in some progressions 
(creating a leading tone to the next chord usually with a seventh chord). 
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What is most interesting about JoAo Lourengo Rebelo is his capacity to master 
the highly rational and complex techniques of traditional contrapuntal writing together 
with the innovative devices which were being used at the time. While for Garro, 
Lobo and Pedro de Cristo polychoral writing was still a novelty in a developing stage, 
by the time of Rebelo the idiom was completely established, and indeed in some 
places already out of fashion (as in Rome and Venice). Rebelo makes use of the 
polychoral idiom and its already established main characteristics to explore different 
means of musical expression. As pointed out by Manuel Carlos de Brito, 43 Rebelo 
was obviously influenced by the privileged access he must have had to the king's 
music library and by the freedom inherent to his professional condition as a composer. 
Also he was surely aware of the Mannerist tendencies of his time which are clearly 
reflected in his music. As Carter says '44 'Mannerism, [was] a style that enjoyed 
complexity for complexity's sake. ... Mannerism also fits into a new orientation that 
is characteristic of at least one major strand of artistic development in the period: it is 
an essentially courtly art, where form is more important than content and where the 
appeal of the art-work lies primarily in the appreciation of how it effortlessly 
overcomes self-imposed technical difficulties. ... The result is disorientating, if 
impressive and, to be sure, rich in expressive effect. ' 
43 See the entry on Joao Lourengo Rebelo in The New Grove Dictionary of Music and 
Musicians, second edition. 
44 See Carter, Music in late Renaissance and early Baroque Italy, p. 15. 
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CONCLUDING REMARKS 
In spite of the individual characteristics that stem from the works of Garro, Lobo, 
Pedro de Cristo and Rebelo (and the different generation of Rebelo), it is possible to 
trace common features among them. This chapter will be concluded with a 
surnmarised description of the main similarities and differences between these 
composers according to the aspects given below. 
Genres. There is a wide diversity of genres used for polychoral writing by all the 
composers, including masses, responsories, psalms, Magnificat settings, Pro 
defunctis lessons and antiphons. 
Voice combination. Garro and Pedro de Cristo make use of two dominating types of 
choir combination: same voice combination - SATB for all choirs - and unequal 
combination - SSAT for one choir and SATB for the others. Lobo does not make 
explicit use of any unequal combination (the voice type indication is SATB for all 
choirs) but uses unequal clef combinations which implicitly affect the voice-type 
combination. He explicitly uses the combination SSAT in a reduced voice section 
within Missa Cantate Domino. Rebelo never uses the equal choir combination and 
mostly uses the unequal voice combination given above. 
Harmonic independence and bassus-parts motion (in tutti passages). All 
composers write for generally harmonic independent choirs but in many works 
independence is sometimes momentarily lost by giving the fifth of the chord to the 
lowest part of one of the choirs. This feature does not seem to be related to the type 
of voice combination used, but rather to performance reasons, suggesting that the 
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choirs might have been spatially close to each other. (In some tutti passages the 
third of the chord appears in only one choir reinforcing the idea of spatial closeness 
of the choirs. Bassus parts move mostly along the roots either by mirroring each 
other in contrary motion or by moving in unison (or parallel octaves). 
Texture. Garro and Pedro de Cristo use a dominating strong homophonic texture in 
order to obtain a clear declamation of the text. Lobo balances the use of 
homophony with polyphony by writing many tutti sections in an imitative and 
polyphonic style where the choirs lose their independence and merge into one and 
voices are sometimes combined from across both choirs to form smaller groups. In 
these type of tutti sections bassus parts take a full part in the counterpoint and do 
not follow the description given above. Also Lobo makes greater use of delayed 
and anticipated entries by individual voices. Rebelo writes in a mostly contrapuntal 
texture with complex imitative and polyphonic techniques giving higher emphasis 
to technical and expressive aspects rather than textual clarity. 
Reduced-voice sections. All the composers use reduced-voice sections within their 
works. These sections are usually set for a single choir and are written in an 
imitative style. 
Antiphony. Antiphonal exchange tends to be short, fast and homophonic in Garro, 
Lobo and Pedro de Cristo. Garro uses a wide variety of antiphonal techniques 
including many antiphonal repetition devices ranging from exact repetition to 
varied repetition through transposition and contrary motion. Pedro de Cristo uses a 
singular antiphonal technique which consists of first, setting a text passage by a 
single choir and then repeating it by a tutti, where the incoming choir repeats the 
music of the preceding choir with a slight variation. Lobo is rarely content to 
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repeat the music exactly in antiphonal repetition. Rebelo uses different antiphonal 
techniques induced by the contrapuntal nature of his writing. 
Tutti sections. Garro and Pedro de Cristo mostly write short and homophonic tutti 
sections while Lobo mostly writes longer and contrapuntal tutti sections. Lobo and 
Rebelo exbibit a larger variety of tutti writing. 
Triple-time. Garro, Lobo and Rebelo make large use of triple-time. Rebelo has some 
works all set in triple-time. They use both 'major' and 'minor' proportions. 
Note-values. All the composers use a wide range of note-values. The first three 
frequently assign syllables to consecutive crotchets (the smallest syllable carrying 
unit) and Rebelo finther assigns syllables to consecutive quavers. Crotchets (and 
quavers for Rebelo) are used not only as syllable-carrying units but also as 
harmonic-rhythm units. 
Syncopation. All the composers make a large use of syncopation. At entries 
syncopation is mostly used through the figure IJJ by Garro, Lobo and Pedro de 
Cristo. 
Ornamentation. Ornamentation is mostly reserved for cadences (except in 
contrapuntal sections) and even then, they can be very contained as in Garro. In 
Garro and Pedro de Cristo cadential decorations sometimes contain the suspension 
sounded against the resolution. The cambiata figure is widely used by Lobo and 
Pedro de Cristo but Garro rarely uses it. 
Word-painting. All composers use word-painting devices with great incidence in 
Garro's Pro defunctis lessons. 
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Length. Garro, Lobo and Pedro de Cristo tend to write concise works while Rebelo 
tends to write longer pieces. 
These features taken together reveal several common characteristics of 
Portuguese polychoral writing, in particular: the use of different voice combinations 
for the choirs; in tutti sections the choirs are mostly harmonically independent and 
only occasionally one of the choirs has a 6-4 harmony; in homophonic tutti sections 
bassus parts move mostly along the roots either in contrary motion or in parallel 
unison (or octaves); and in tutti sections the third of the chord is sometimes omitted in 
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one of the choirs. 
There are, of course, main differences between the various composers which 
could be surnmarised in the following way: Garro, exploits a wide diversity of 
antiphonal techniques within the homophonic texture; Pedro de Cristo gives most of 
the emphasis to clarity and rhetorical aspects of the text; Lobo is characterised by a 
rich diversity of textures obtained through a master combination of contrapuntal style 
sections written in stile antico with sections of antiphonal exchange written in a 
homophonic style; finally Rebelo exhibits great compositional skills (contrapuntal 
techniques) for the sake of expressiveness. 
Chapter 4 
Portuguese polychoral music in the international context 
In this chapter the main aspects of Portuguese polychoral. writing revealed by the 
works of Garro, Duarte Lobo, Pedro de Cristo and Jodo Lourengo Rebelo will be 
related to polychoral international trends, namely in Rome, Venice and Northern Italy, 
Germany and Spain. An attempt is also made to trace possible influences on 
Portuguese composers both through known direct contact with other composers (or 
their works) and through strong similarities between styles. 
The chapter closes with a section of final conclusions stressing the main 
distinctive aspects of the Portuguese polychoral repertory. 
Conceptions of and attitudes towards music were profoundly altered during the 
sixteenth century. Under the influence of the humanist movement the relationship 
between music and text and the emphasis on expressive elements were intensified and 
gradually became the most prominent aspects of music. Music was to be used to both 
express and explain the text. Supporting this new conception a profusion of tendencies 
arose, each of them in its own way trying to respond to the demands of the words. 
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Basically two main tendencies can be traced as was already pointed out in 
Chapter 1: one which favours text clarity, closely linked to the Tridentine 
recommendations for music, and another which favours compositional techniques in 
response to the text. In the context of polychoral music the first tendency is revealed 
through a strong homophonic writing with a simple chordal texture while the second 
gives rise to complex polyphonic textures with a richer sonorous effect. Within the 
former tendency, after ca. 1580 declamation tends to become fast, requiring a small 
syllable-carrying time unit and a high fragmentation of the text. Antiphonal exchange 
devices assume a prominent role in this context and tutti sections tend to be short and 
mostly serve to punctuate and/or highlight some words. This kind of writing can be 
found in most Roman composers from the post-Palestrina generation such as: 
Giovanni Maria Nanino, Francesco Soriano, Felice Anerio, and Ruggiero Giovannelli 
among others. Within the latter tendency, tutti sections assume a special importance 
and exhibit a wide variety of textures. They tend to be longer and frequently the choirs 
lose their independence merging into one, which is then explored through different 
voice textures within a complex polyphonic writing. This kind of tendency can be 
found for instance in the works of Lassus in Munich and Andrea and Giovanni 
Gabrieli in Venice. 
As noted in Chapter 1 the development of polychoral music in Rome has been 
dealt with, in great detail, by O'Regan. ' He examined the main features of the 
1 O'Regan, Sacred Polychoral Music in Rome. 
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repertory written between the years 1570 and 1620. During these fifty years, from its 
embryonic stage to the last stage of decline, the style passed through a gradual process 
of development. Fundamentally he considers that the process was marked by the 
following four significant stages: embryonic, establishment of the style, consolidation, 
then expansion and diversification. 
(1) Embryonic (before 1575). In the pieces of this stage antiphonal 
exchange is basically done between groups of voices that are not always 
consistently arranged in two choirs, or follow the antiphonal nature of the texts 
(psalms or Marian antiphons) giving successive verses/section of text, or half 
sections to alternate choirs. The texture is essentially imitative. 2 
(2) Establishment of the style (1575-1585). The main features of this period are: 
effective division into two choirs and this means a definition of the alternating 
voice-groupings into two consistent and distinct choirs, a great tendency to use 
choirs with the same voice combination (SATB-SATB) which are harmonically 
independent and, most importantly, the great care taken over the intelligibility of 
the text. In the 1580s composers also began to write for three and more choirs. 3 
2 This can be seen in the 8vv pieces of Giovanni Animuccia, 11 secondo libro delle laudi, 
published in 1570, and the publications of Palestrina, Motettorum quae partim quinis 
partim senis, partim octonis vocibus, concinantur, liber secundus, Venice 1572, (modem 
edition Palestrina, Opere Complete, Vol. 7), and Victoria, Motecta, quae partim quaternis, 
alia senis, alia octonis vocibus concinuntur, Venice 1572 (modem edition, Victoria, Ave 
Maria). 
3 Examples of works within this stage include the 8vv pieces in Palestrina's collection, 
Motettorum quae partim quinis partim senis, partim octonis vocibus, concinantur, liber 
tercius, Venice 1575, (modem edition, Palestrina, Opere Complete, Vol. 8). 
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(3) Consolidation: fragmented style (1585-1605). Antiphonal exchange becomes 
fast and short, and with a great fragmentation of the text. The texture is almost 
always homophonic and declamation is more rapid with great emphasis on 
syllables on consecutive crotchets and quavers. The tutti writing arises mainly 
from an accumulation of antiphonal repetition at very short time-intervals. 
Verses or long sections set for single choirs are rarely written. These features 
were all placed at the service of the text. Vespers psalms and Magnificat are the 
main texts set. 4 
(4) Expansion and diversification (1605-1621). During this period the most 
significant feature was the introduction of the concertato style into polychoral 
MUSiC. 5 At the same time composers continued to write double-choir music in 
the fragmented style and music for multiple-choirs. 
The period after 1620 was studied by Dixon. 6 As noted in Chapter 1 during this 
period double-choir music went into decline and composers gave more attention to the 
4 These main trends can be observed in the last works of Palestrina and Victoria and mainly 
in the most important composers of the post-Palestrina generation such as Giovanni Maria 
Nanino, Francesco Soriano, Felice Anerio, and Ruggiero Giovannelli. See O'Regan in 
Sacred Polychoral Music in Rome, Vol. H, for some examples. 
5 This can be seen for instance in the Magniflicat tertii toni, by Giovanni Maria Nanino 
transcribed by O'Regan in Sacred Polychoral Music in Rome, Vol. H. In this dissertation 
further examples can be found. 
6 See Dixon, Liturgical Music in Rome. 
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writing of music for more than two choirs and to the concertato style. 7 
As noted in Chapter 1, polychoral music in Venice, in other centres of North 
Italy and Germany has been studied by Jerome Roche and Anthony Carver. 8 Given 
the large geographical area covered by these centres, the polychoral. idiom reveals a 
wider diversity of characteristics than the Roman tendencies summarised above. 9 
Lassus, who worked most of the time in the court of Munich, was one of the 
most important composers of the second half of the sixteenth century. He tended to 
use a great deal of tutti sections, written in a highly complex contrapuntal style which 
obscured the clarity of the text but revealed a very brilliant sound made even more 
brilliant at times by the use of instruments. 10 Lassus was closely followed by his pupil 
Andrea Gabrieli in Venice and in his turn A. Gabrieli had a great influence over his 
nephew Giovanni Gabrieli. The Gabrielis seem to have influenced many other 
composers of the area. It is now known that polychoral music was greatly cultivated 
by many composers of this wide area, many of them greatly influenced by the 
Gabrielis and others mostly concerned with the accomplishment of the Tridentine 
7 'No published works for more than two choirs remain from the 1630s, yet the performance 
of music on this scale continued and still larger numbers of separate choirs were included 
in this decade'. See Dixon, Liturgical Music in Rome, p. 3 07. 
8 Roche, North Italian Church Music in the Age ofMonteverdi and Carver, Cori Spezzati. 
9 For a comparison between Roman and Venetian music in the late sixteenth century see 
Carter, Music in Late Renaissance and Early Baroque Italy, Chapter 7. 
10 For specific information concerning the polychoral music of Lassus see Arnold, 'The 
Grand Motets of Orlandus Lassus', and Carver, Cori Spezzati, Vol. I, Chapter 5. 
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recommendations with regard to the intelligibility of the text. " 
As referred to above, the polychoral music of the Gabrielis and their followers 
makes a large use of complex polyphonic textures. The main trends of their polychoral 
music can be summed up as follows. 
The works tend to use choirs with different combinations (typically one choir 
with upper voices and another with lower voices) and the number of voices per choir 
varies widely (choirs of 5 or 6 voices are quite common). The inclusion of instruments 
was very frequent and this was probably closely related to the practice of St Mark's, 
which had one of the most distinguished body of instrumentalist of Northern Italy and 
usually required their participation in specific liturgical and ceremonial occasions. 
Frequently, instruments were used to duplicate voice parts but sometimes the tessitura 
or the parts was such as to require instruments only. The texts set were usually 
ceremonial texts rather than psalms and many of them were composed for use at 
special occasions such as the great Venetian festivals. Few pieces were conceived 
with harmonically independent groups and usually the highest choir is harmonically 
dependent on the others. 12 
Some relevant composers who wrote polychoral works in this area are: Claudio Merulo 
(1533-1604), Baldassare Donato (ca. 1525-1603), Giovanni Croce (1557-1609), and 
Giovanni Bassano (1558-1617) in Venice; Constanzo Porta (ca. 1528-1601), Giammateo 
Asola (ca. 1532-1609) and Ippolito Chamatero di Negri (ca. 1535-? ) elsewhere in Northern 
Italy; Philippe de Monte (1521-1603), Jacob Handl (1550-1591), Hans Leo Hassler (1564- 
1612), Heinrich Schutz (1585-1672) and Hieronymus and Michael Praetorius (1560-1629 
and 1571-1621) in Germany. 
12 See Carver, Cori Spezzati, Vol I, p. 147. 
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In Venice and Northern Italy the idiom went into decline after the 1630s. Few 
works for more than two choirs were written after the Gabrielis and altogether 
polychoral writing gave place to more flexible forms of sacred concerto and small- 
scale vocal forces (solo songs, duets, tfiOS). 13 
Polychoral music in Spain has not yet been comprehensively studied though 
several polychoral works have already been published in modem editions and these 
editions usually contain some information about the repertory concerned. 
Nevertheless, as in Portugal the idiom seems to have been quite popular during a long 
period across the sixteenth and seventeenth centuries. Early evidence of the presence 
of polychoral writing in Spain include the obligation to write a double-choir piece by 
composers who applied for a post in Toledo Cathedral during the years 1545-7,14 and 
the early publishing of polychoral works by Spanish composers. One such work is 
Guerrero's Ave Maria published in 1570,15 being one of the first proper polychoral 
pieces showing a consistent division into two choirs using a considerable amount of 
antiphonal exchange. Carver suggests the popularity of the idiom in Spain but refers 
only very briefly to some works by Francisco Guerrero, Tomds Luis de Victoria, and 
Philippe Rogier. 16 
13 See Roche, North Italian Church Music in the Age of Monteverdi, Chapters VH-VHI; 
Carter, Music in Late Renaissance and Early Baroque Italy, Chapter 13; and Carver, Cori 
Spezzati, Vol. I, p. 246. 
14 See Stevenson, Spanish Cathedral Music in the Golden Age, pp. 2 8-9. 
"5 Ave Maria is included in the published collection by Guerrero, Mottela ... Que partim 
quaternis, partim quinis, alia senis, alia octonis concinuntur vocibus. Quinta et sexta pars, 
Venice, 1570 (see modem editions, Guerrero, Ave Maria). 
16 See Carver, Cori Spezzati, Vol. L pp. 118-128. 
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The growing cultivation of polychoral music in Spain from the end of the 
sixteenth century and during the seventeenth century is well testified by the vast 
polychoral repertory kept or documented in the archives. 17 Appendix 10 contains a list 
of Spanish polychoral works from the period ca. 1570 to ca. 1660,18 published in 
modem edition, 19 which also gives an idea of the interest in the idiom there. This 
appendix contains 150 polychoral works by composers such as: Francisco Guerrero, 
Tomds Luis de Victoria, Sebastidn de Vivanco, Sebasti6n Aguilera de Heredia, Juan 
Pujol, Philippe Rogier, Mateo Romero, Juan Baptista Comes and Carlos Patiflo. 20 
Given the amount of works written during the seventeenth century, the popularity of 
the style seems to be notable when compared with the decline of the style in Rome 
and Venice from the 1630s. It is also interesting to note that the popularity of the style 
extended to all genres, including the sacred Villancico with great significance, as can 
be seen in the Catalogue of Jodo IV's library. Some of these polychoral Villancicos 
are already published in modem edition. 21 
17 See Miguel Querol Gavaldd, Polifonia Policoral Litýrgica, pp. ix-xiv; L6pez-Calo, 
Historia de la mýsica espafiola, pp. 25-36; and in the inventories given by Climent, Ta 
Mdsica en Valencia Durantc el Siglo XVH', pp. 219-241. See also Climent and Piedra, 
Juan Bautista Comes y su tiempo. 
18 Many of the works are not dated and may be from an earlier or later period. 
Some of these works are not yet published (though already transcribed) and were kindly 
provided by the editors. 
20 Within the context of this study, no distinction is made between Spanish and Flemish 
composers (such as Mateo Romero, Philippe Rogier and Gery de Ghersem) as long as they 
worked in Spanish musical centres for a substantial part of their careers. 
21 See for example Comes (modem editions), Obras en Lengua Romance, and Querol, 
Villancicos Polif6n! cos del Siglo XVII. 
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In order to compare the Portuguese polychoral style as revealed by Garro, Lobo 
Pedro de Cristo and Rebelo with the main international trends, several formal and 
structural aspects will be now considered. 
Voice/clef combination 
Since the second stage of the establishment of the style described above, Roman 
composers mostly used one specific type of voice combination - SATB for all choirs. 
On the other hand, in Venice and elsewhere in Northern Italy, composers use a wide 
diversity of voice combinations. In particular, as referred to above, Andrea Gabrieli 
and his followers rarely combine equal choirs and tend to choose a combination of 
one choir with upper voices only with a contrasting coro grave (or some other 
contrasting combination). Usually the tessitura of the highest and lowest parts is such 
as to require instruments. 
The works of Garro, Lobo, Pedro de Cristo and Rebelo analysed in the Chapter 
3 reveal the use of two dominating types: one with SATB for all choirs and the other 
using a different voice combination for each choir, SSAT for the first and SATB for 
the other(s). Furthermore, the latter unequal combination appears as frequently as (if 
not more frequently than) the first one, hence making it a distinctive characteristic of 
the repertory. 
Looking at the Spanish polychoral repertory described in Appendix 10 we find a 
tendency to use the same two dominating combinations suggesting that the Iberian 
practice settles on two specific combinations. The first is widely used with particular 
incidence in Rome, while the other is only frequent in the Iberian Peninsula though it 
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exhibits a contrast of tessitura which resembles the Venetian practice. The particular 
choice of the SSAT combination for one of the choirs is certainly related to one of the 
Spanish four-part scorings used in this time (SSAT). It is worth noting that also in the 
polychoral Villancico the SSAT combination is frequently found. 22 
The two types of choir combination were used by Iberian composers since the 
first known polychoral works, such as Victoria's works of 1576 listed in Appendix 10. 
However, the second type becomes more prominent than the first one increasingly 
during the seventeenth century. Table 3.6 and Appendix 10 clearly confirm this trend 
mainly through the works of composers such as Rebelo and Patiflo. All of Rebelo's 
works and almost all of Patiflo's use the combination SSAT for the first choir. 
Alejandro Iglesias already noticed the preference for the use of the combination SSAT 
in Spain, which became almost definitive from the generation of Mateo Romero and 
Lopez de Velasco. 23 
The coexistence of two main types of choir combination is mostly seen in the 
works for double-choir. However, the great majority of works for more than two 
choirs use the SSAT combination in one of the choirs (usually the first), as can be 
clearly noticed in Table 3.6 and Appendix 10. 
The use of the combination SSAT can also be found in sections for a single 
choir of some pieces written for choirs with the same voice combination (SATB). As 
already described in Chapter 3, in the repertory of the present study this feature can be 
22 See for example modern editions, Comes, Obras en Lengua'Romance, and Laird, Towards 
a History of the Spanish Villancico, p. 7 1. 
23 See Iglesias, Ta Musica Policoral de Alonso de Tejeda, p. 347. 
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found in ona- of the versions of the Domine Deus and the Crucifaus from Missa 
Domine in virtute tua by Garro, in the Benedictus of Missa Cantate Domino by Duarte 
Lobo and in the fifth verse of the Magnificat setting by Pedro de Cristo. Further 
examples can also be found in the Spanish repertory such as in the fifth verse of three 
alternatim Magnificat settings (sexti, septimi and octavi toni) by Aguilera de Heredia 
referred to in Appendix 10, in the CrucijL'xus of Missa In manus tuas by Sebastian de 
Vivanco, and in Et ascendit of all masses by Juan Pujol referred to in Appendix 7. 
Harmonic independence of choirs and bassus-parts motion (in tutti sections) 
As described above the main characteristics of Roman composers established in the 
second stage include the use of equal choirs and the hannonic independence of choirs 
in tutt! sections. This means that the choirs could have been spatially separated 24 and 
that composers were following Vicentino's advice. 25 Therefore, in Roman polychoral 
music there is a clear tendency for the bassus parts typically to move in contrary 
motion (to 'avoid' parallel octaves) but containing the roots of the chords. 
Furthermore the chords are mostly complete in both (or all) choirs resulting in a 
24 See O'Regan, Sacred Polychoral Music in Rome, pp. 160-1. 
25 '[The composer] is warned that when he wishes to cause two or three choirs to sing 
together, he must make the Basses of the two, or of all three choirs consonant, and never 
one Bass a fifth below the other... ', quoted in Carver, Cori Spezzati, Vol I, p. 9. ('Et 
s'awertira quando si vorri far cantare due 6 tre chori, in un tempo, si fara che i Baasi di 
ambo due, o di tutti tre cori s'accordino, & non si fara mai quinta sotto in un Basso con 
Faltro... ') 
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26 duplication of the third (even when chromatically altered). This means that the 
recommended intervals between the bassus parts are mostly octaves and unisons and 
occasionallY thirds. 
In Venice and elsewhere in Northern Italy choirs were not always self-sufficient 
and frequently one or even two choirs had 6-4 chords. This kind of procedure suggests 
that the choirs might not have been spatially separated which is consistent with 
Carver's idea that due to the obvious contrasts of timbres resulting from the voice 
combinations used there, the choirs no longer needed to be spatially separated and the 
works could be performed with forces grouped en bloc. 27 If this was the case then 
harmonic independence was no longer a necessary requirement and bassus parts could 
move with increased freedom. 
With respect to bassus-parts motion 28 it is known that Giovanni Gabrieli in 
some works used bassus parts mirroring each other in contrary motion, with 
occasional thirds, as used by Roman composers. All his other works employ for at 
least some of their length a technique recommended by later theorists (e. g. Artusi 
1589) - that of giving all bassus parts the same notes (in parallel unison) when 
combining choirs. 29 
26 See O'Regan, Sacred Polychoral Music in Rome, p. 209. 
27 See týe entrance Cori Spezzati in The New Grove Dictionary of Music and Musicians, 
second edition. See also Carver, Cori Spezzati, Vol. I, p. 111. 
28 Recall that for the purpose of this study the term 'bassus-parts motion' is used to refer to 
the joint motion of the lowest parts of each choir, even though in some cases one of the 
lowest parts is a tenor. 
29 See Carver, Cori Spezzati, Vol. I, p. 164. 
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Regarding hannonic independencc of choirs in tutti sections the Portuguese 
repertory analysed in Chapter 3 exhibit the following characteristics. There are some 
works in which the choirs are completely self-sufficient, such as Pedro de Cristo's 
Salva nos Domine, Garro's Missa Fili Quid, and Lobo's Regina caeli. In most of the 
works the choirs are mostly self-sufficient with just some local exceptions where 
either the first or the second choir depends on the other (occasional 6-4 chord), as for 
instance Garro's Missa Cantate Domino. Following a rather different practice, some 
(though few) works exhibit a significant proportion of sections in tutti passages where 
the choirs are not independent as for instance Pedro de Cristo's Ave Maria, Lobo's 
Missa Cantate Domino, and Rebelo's lamentations. 
Looking now at the bassus-parts motion in tutti sections, in harmonically 
independent sections, bassus parts tend to move along the roots of the chords and they 
may mirror each other in contrary motion, but may also move in parallel unison (or in 
parallel octaves when one of the lowest parts is a tenor). These last practices are most 
common in Pedro de Cristo's and Garro's works though they can occasionally be 
found in Duarte Lobo (Salve Regina and Regina caeli) and Lourengo Rebelo 
(specially when writing for more than two choirs). Pedro de Cristo is a good example 
of a composer who uses the several practices referred to in his works (both with 
respect to harmonic independence and bassus-parts motion) as can be seen in Table 
3.5. 
The same kind of practices revealed by the Portuguese repertory can also be 
found in the Spanish repertory analysed. A good example of such similarity can be 
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seen in the large collection of Magnificat settings by Aguilera, de Heredia" where the 
two choirs in the eight alternatim Magnificat settings are not always harmonically 
independent while in the remaining four ad longum ones they are. 
Concerning the bassus-parts motion, the Spanish -analysed repertory exhibits the 
same characteristics as the Portuguese repertory. For instance bassus parts moving in 
unison or mirroring each other by contrary motion can be found in Aguilera, de 
Heredia's Magnificat settings, or in Rogier's Missa Domine in virtute tua (see 
A ppendix 11 for some examples of bassus-parts motion in Rogier's mass). r1IF 
One possible explanation for the lack of harmonic independence of choirs could 
be related to the unequal choir combination since the lowest parts of the choirs were 
then different, T and B, eventually causing some difficulties for independent writing. 31 
The analysis of the Portuguese (and Spanish) works does not support this conjecture. 32 
Rather than relating harmonic independence to voice/clef combination, it seems more 
significant to relate it to the perfonnance aspect of spatial separation of choirs as 
already mentioned with respect to Venetian and Northern italian polychoral music. 
The general Roman practice of harmonic independence of choirs seems to have been 
30 See modem edition, Aguilera de Heredia, Canticum Beatissimae Virginis. 
1 As O'Regan says '-with a tenor as the lowest voice in one choir it is more difficult to 
avoid giving this voice the fifth of the chord'. See O'Regan, Sacred Polychoral Music in 
Rome, pp. 168. 
32 The same seems to happen with Palestrina's works since he does not seem to abandon his 
typical harmonic independent writing when using unequal choir combination. All except 
one of his early works printed in 1575, Motetorum ... liber terlius, and set for unequal choir 
combination preserve harmonic independence. See O'Regan, Sacred Polychoral Music in 
Rome, pp. 168. 
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closely related to this factor. 33 Since in a large proportion of the Portuguese repertory 
choirs are not always harmonically independent, it seems likely that usually the choirs 
were spatially close to each other. In addition, other factors reinforce this suggestion, 
such as Lobo's practice of combining some voices from across both choirs (more 
common in Missa Cantate Domino and in the responsories), and the use of incomplete 
chords (without the third) in one of the choirs (found in works by Garro, Lobo, Pedro 
de Cristo and Rebelo). 
Genres 
One important aspect to which O'Regan refers is the strong relationship between text 
and musical structures in the polychoral Roman repertory: polychoral style was 
specially suited to liturgical items which were traditionally sung antiphonally in 
plainsong, such as psalms, Marian antiphons, the Magnificat and sequences. 34 Other 
genres such as masses were also written in polychoral style but in a very small 
quantity when compared to other genres. Most masses were written for four to six 
voices in stile antico and even when writing polychoral masses, Roman composers 
tended to maintain the same contrapuntal style. 35 As a whole, it is possible to identify 
33 For a further discussion about this aspect see O'Regan, 'The early polychoral music of 
Orlando di Lasso'. O'Regan refers to several works by Roman composers (from the early 
period) which were revised in order to eliminate 64 chords, thus allowing the pieces to be 
sung by spatially separated choirs. 
34 See O'Regan, Sacred Polychoral Music in Rome, for example pp. 164 and 205-6. 
35 See Dixon, Liturgical Music in Rome, p. 118, and O'Regan, Sacred Polychoral Music in 
Rome, p. 290. 
133 
a rather restricted group of dominant genres used in Rome, and these are linked to 
music for Vespers: psalms and Magnificat settings. Furthermore, there is a tendency 
to use the same type of style within each genre, as if the type of text determined the 
essential style. Other changes in style are usually linked to the development of 
polychoral writing over time. For instance, polychoral Magnificat settings originally 
kept their alternatim nature. With time this practice was gradually replaced with a 
polychoral writing in all verses. 36 
In Venice, Andrea and Giovanni Gabrieli mostly wrote motets for use at the 
great Venetian festivals. Giovanni Croce (1557-1609), a Venetian composer and a 
contemporary of Giovanni Gabrieli, published a wide range of polychoral music 
between 1591 and 1597 including psalms, canticles, Marian antiphons and masses. 
Elsewhere in Northern Italy and in Germany the same variety of genres can be 
found 
. 
37 Music for Vespers received the most emphasis, usually for principal feasts. 
Masses were also written such as the collection by Asola (1588). 38 Double-choir 
motets appeared more and more frequently after 1580.39 
36 For a detailed description of polychoral music for Vespers see Dixon, Liturgical Music in 
Rome, pp. 156,182-190. See also O'Regan, Sacred Polychoral Music in Rome, pp. 205-6. 
37 Recently several polychoral works for Vespers and Compline from North Italian 
composers such as Antonio Burlini, Francesco Cavalli, Giovanni Paolo Colanna, Leandro 
Gallarano, Alessandro Grandi, Giovanni Legrenzi, Lorenzo Penna were published in 
modem edition. See Kurtzman, Musicfor Vespers and Compline. 
38 Missae tres octonis vocibus liber primus, Venice, R. Amadino A2570,1588; and Liher 
- secundus missas tres, duasque sacras cantiones continens. Octonis vocibus. Venice, R. 
Amandino, 1588. See Carver, Cori Spezzati, Vol. L p. 189. 
39 See Carver, Cori Spezzati, Vol. 1, Chapter 7. 
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Regarding Portuguese polychoral music, as has already been seen through all of 
the sources described in Chapter 2, a wide diversity of genres is used. Appendix 10 
also reveals a tendency for diversity in Spanish polychoral repertory. 
Among the various genres used in the Iberian Peninsula, the amount of 
polychoral. masses clearly stands out in contrast to the reduced number of Romwi 
polychoral masses referred to by O'Reganýo and by Dixoný'. Not only did composers 
write many polychoral masses but also they used several styles in their writing. Some 
masses are written in a free contrapuntal style, such as Duarte Lobo's Missa Cantate 
Domino and Vivanco's Missa In manus tuas. Others are written in a short-note 
declamation homophonic style like Garro's and Pujol's masses. 
Regarding Magnificat settings Iberian composers followed a strong tradition in 
writing sets of them in alternatim style (both for one and more choirs). While in Rome 
alternatim settings for one choir were gradually replaced by polychoral alternatim and 
finally by polychoral settings of all verses (eliminating the plainsong) in the Iberian 
Peninsula these three types were kept and used by most composers. Furthermore, even 
in the alternatim settings, plainchant verses alternate with polychoral and single choir 
ones (in the same work). For instance, the collection of Magnirficat settings by 
Aguilera de Heredia published in 1618 includes a complete set of alternatim 
polychoral works and four other Magnificat settings with all the verses set 
polychorally; Pedro de Cristo's Magnificat octavi toni is set in alternatim; Rebelo's 
Magnificat dated 1639 is also in alternatim while the one dated 1653 is completely 
40 See O'Regan, Sacred Polychoral Music in Rome, p. 279. 
41 See Dixon Liturgical Music in Rome, pp. 146-8. 
135 
polychoral. Both Aguilera's and Pedro de Cristo's alternatim settings have the fifth 
verse for single cboir and the other verses polychoral. 
Another difference between the Roman and Iberian Magnificat settings concerns 
the psalm-tone which is paraphrased only at the end of the first verse in Rorneý2 while 
in the Iberian Peninsula it is usually used in all verses as happens for instance in all 
Rebelo's Magnificat settings. 
The practice of keeping verses or long sections- set for single choirs is also 
present in polychoral works belonging to other genres with a sectionalised text 
structure, like antiphons, responsories and hymns. Unlike in Rome, where this 
practice was gradually replaced by the fragmented style (elimination of verses for 
single choirs), in the Iberian Peninsula both practices coexisted and interacted. For 
instance, in the same piece we can find a verse set for a single choir while the 
remaining verses are written in a progressive polychoral. style with a fast homophonic 
antiphony as happens in Comes' responsories Hodie nobis, Quem vidistis pastores? 
and 0 magnum mysterium 43 and Pujol's Vespers psahns. 44 A good illustration of this 
practice may be found in Pedro de Cristo's Tristis est Anima mea, Ave Maria, and 
Sanctorum meritis, and also in Lobo's responsories and Salve Regina. 
42 For a discussion about polychoral Magnificat settings in Rome see O'Regan, Sacred 
Polychoral Music in Rome, p. 20 6-10. 
" See modem editions, Comes, Hodie nobis caelorum rex 12y, Quem vidistis pastores? l2v 
and 0 magnum mysterium 12v. 
44 See modem editions Pujol, Opera omnia Vol. H. 
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Other textural aspects 
In the Portuguese polychoral, repertory Garro and Pedro de Cristo clearly show a 
main concern for text clarity through a strong homophonic texture and fast 
declamation style as exhibited by the Roman composers. Although Lobo's works also 
show a great concern for text clarity in places, there are many sections written in a 
contrapuntal style. With regard to instruments, some of Garro's works contain the 
Guiam part explicitly for an instrument and also Lobo's Missa Natalitiae noctis 
contains indications for an organ. It is probable that instruments were frequently Used 
but this subject requires further research. 45 Only Rebelo gives explicit indications for 
the inclusion of instruments (vox instrumentalis), but mostly in his earlier period. 
Rebelo shows a much more complex and polyphonic writing than the others, probably 
as a response to the king's taste for counterpoint. The resulting constant contrast of 
textures and the inclusion of instruments in an experimental manner seems to be close 
to the Venetian principles. Nevertheless, the techniques used by Rebelo arc very 
different from Gabrieli's and this is probably related to the different generation to 
which he belongs and to the type of compositional techniques that pleased the king's 
taste. 
45 Some accounts on this subject include Brito, 'Partes Instrumentais Obrigadas na Polifonia 
Vocal de Santa Cruz de Coimbra' and Pinho, Santa Cruz de Coimbra, Chapter 4. 
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Double- and multiple-choir music 
As mentioned previously, in Rome double-choir music went into decline after 1620s 
giving way to a large-scale music with multiple choirs. 46 
Iberian composers also wrote for multiple choirs as can be seen in Table 2.4 and 
in Appendix 10. Multiple choir writing started in the sixteenth century and gradually 
increased its popularity during the seventeenth century. Exmnples of early works for 
three choirs can be found in Appendix 3 including composers such as Guerrero, 
Rogier, Victoria and Vivanco. Also Garro and Lobo had three-choir works published 
in the early seventeenth century. Unlike in Rome, Iberian composers did not decrease 
the writing for two choirs. Later composers such as Rebelo and Patifto write both for 
two and more choirs (Rebelo in a balanced proportion and Patifto with a clear 
preference for two choirs as can be seen in Chapter 3 and Appendix 10). 
In multiple-choir works the use of instruments for some of the parts seems to 
have been a common practice in the Iberian Peninsula given the works of Rebelo 
described in Table 3.6, and the works of Spanish composers such as Diaz Besson. 
listed in Appendix 3. 
Finally, one of the favoured genres set for more than two choirs is clearly the 
psalm as can be seen in Table 2.4 and in the catalogues given by Climent. 47 
46 For a further discussion about multiple-choir music in Rome see Dixon, Me origins of the 
Roman Colossal Baroque'. 
47 See Climent, Ta Wsica en Valencia', and Climent y Piedra, Juan Bautista Comes, pp. 
163-175. 
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Influences 
One important aspect to be considered next is the identification of influences on the 
Portuguese polychoral repertory. Given the present knowledge conceming polychoral 
music there are few studies to support the evidence of possible relations and 
influences between Portuguese and foreign composers. Nevertheless, several clues can 
be pointed out which might contribute to a better understanding of this issue. 
Three historical factors must be considered in, this context and probably had 
great influence on the composers' way of writing. Firstly the political annexation of 
Portugal to Spain from 1580 to 1640, secondly the Catholic reformation to which 
Portugal and Spain adhered completely, and thirdly the great musical investment 
which was made in Portugal during the sixteenth century providing the necessary 
conditions for a rich sacred musical production. Under the domain of the Spanish 
rulers most cultural events and developments in Portugal suffered great influence from 
what was happening in Spain. As already mentioned, in the musical context many 
musicians travelled across the Portuguese-Spanish border occupying important 
musical positions in the main musical centres (such as the royal and ducal chapels) of 
both countries. Also, within this period it seems likely that further international 
influences reached Portugal through Spain since the religious and cultural changes 
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which occurred in Portugal during the later sixteenth century seem to have entailed an 
increasing isolation from Northern-European trends. 48 
As Rees suggests, although Philip H of Spain tried to limit the power of Rome 
over the Spanish Church, the Roman polychoral style might nevertheless have been 
perceived as an authoratitive model by composers working within Portugal and Spain; 
it is worth noting in this connection that many Roman sources can be found in 
Spanish and Portuguese archives. 49 Rees also suggests specific Roman influences on 
Spanish composers. For instance, the polychoral music of Juan Pujol, maestro at El 
Pilar in Zaragoza, might have been highly influenced by the noticeable amount of 
Roman repertory kept in the archives of the nearby town Tarazona. Looking at Pujol's 
masses one can see many similarities with the Roman works of the post-Palestrina 
generation, namely in texture (fast homophonic declamation), harmonic 
independence, bassus-parts motion, and voice combination. 
In addition to Rees' study referred to above one further new finding achieved 
during the elaboration of this study may serve as a clue to possible influences of 
Roman composers over Spanish ones. This concerns the 8vv motet Laudate Dominum 
in sanctis eius by Philippe Rogier which was published in a modem edition by Lavern 
For a further discussion about the relations between Portugal and Spain see Rees, 
Polyphony in Portugal, Chapter 1, and Brito, 'As Relaq6es Musicais Portuguesas com a 
Espanha'. 
49 The Roman influence in Spain (particularly through the polychoral repertory produced by 
Palestrina and the next generation of Roman composers) is studied by Rees, 'Roman 
Polyphony at Tarazona'. 
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WaW. er5O and described by Becquart5l who identifies two surviving manuscript copies 
of the work-, one in Valencia, Archivo Musical de ]a Catedral, and another in 
Valencia, Archivo Musical del Patriarca. 52 In the first copy each choir is accompanied 
by an organ whereas in the second there is no mention of an organ part. A motet with 
the same name by Ruggiero Giovanelli was published in 1593 53 but when looking at 
both works it is seen that they are the same. 54 Given that the attributions to Rogier are 
in manuscripts and Giovanelli's was published in 1593, evidence points towards the 
55 true authorship being that of Giovanelli. It seems probable that either Rogier made a 
copy himself to which he added the organ part, or there has been some confusion with 
the composers names - Ruggiero / Rogier56 - when the manuscripts were copied. 
50 See modem editions, Rogier, Opera Omnia, Vol. 11. 
51 See Becquart, Musiciens n&rlandais Li la cour de Madrid, pp. 53 and 319. 
5' This same work is also referred to by Carver, Cori Spezzati, Vol. 1, pp. 125-6. 
53 The motet is part of the collection Sacrarum modulationum quae vulgo motecta appellant, 
quae quinis, et octonis vocibus concimuntur, liber primus. - Roma, Francesco Coattino, 
1593, and RISM 15906. See 0' Regan, Sacred Polychoral Music, pp. 233 and 329-331. 
O'Regan points out that the piece had been attributed to Palestrina in RISM 1604 7 and 
included in the old Palestrina edition (as an opus dubium), but the evidence is 
overwhelmingly in favour of Giovanelli. Its appearance in Giovanelli's own 1593 print 
without any other attribution is the most conclusive evidence for his authorship. 
54 Carver refers to both motets in Cori Spezzatti, pp. 124-5, but does not identify that they are 
the same piece. 
5'5 Although O'Regan does not mention the existence of the manuscript attribution to Rogier 
his arguments in favour of Giovanelli's authorship seem to remain valid. 
16 The potential confusion between the names was even greater in the period since both 
names could be spelt in different ways. 
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With regard to Ruggiero Giovanelli, further connections with Spanish and 
Portuguese composers can be noted. His motet Superflumina was used as a model for 
a mass by the Spanish composer Lopez de Velasco and was published together with 
the mass in 1628 57 among other works. In JoAo IV's library catalogue there is a motet 
with the same name by Giovanelli, which was probably the same one. These facts 
suggest that Giovanelli was well known and appreciated by Iberian composerS58 but 
the extent of such influences is an issue which can only be explored as the knowledge 
of the vast polychoral repertory is broadened. 
That Portuguese and Spanish polychoral music exhibits many similarities has 
already been pointed out in the previous paragraphs. Garro, being a Spaniard himself, 
naturally must have used the musical knowledge acquired in Spain when writing his 
polychoral works at the service of the royal chapel in Lisbon. In particular the voice 
combination, harmonic independence issues and bassus-parts motion are very similar 
to those already described above with respect to Spanish works. Further specific 
compositional techniques can be seen to be common between Garro and some Spanish 
composers. For instance, when comparing Garro's writing with that of Philippe 
Rogier one finds the same frequent use of antiphonal repetition and the use of the 
same particular antiphonal repetition techniques such as bassus parts by contrary 
57 See Lopez de Velasco, Libro de Missas, Motetes, Salmos, Magnificats, y outras cosas. 
58 Many similarities may be found between Giovanelli's and many Iberian composers' style. 
In short Giovanelli's polychoral works reveal an animated character given through a 
general short-note declamation and homophonic style; a constant change of texture; and a 
great rhythmic contrast with syncopation playing an important role. 
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motion or transposed (see for instance Appendix 5, Garro'shfissa Cantate Domino, 
Agnus Del, bars 3-5 and 7-8, and Appendix 11, Rogier's Gloria, bars 8-11). 
Pedro de Cristo's writing is also very close to that of the Spanish composers. 
Rees studied the influence of the Spanish composer Francisco de Santa Maria who 
worked in the Monastery of Santa Cruz in Coimbra on his works. 59 He concluded that 
Francisco de Santa Maria's music is likely to have greatly influenced Pedro de Cristo. 
The presence of certain elements (such as the use of the crotchet as the basic unit of 
declamation, passages of rhythmically-animatcd homophony, and the combinaflon of 
the cambiata figure in one voice with passing notes in another) in Pedro de Cristo's 
works are probably due to this influcnce. 60 Rees also suggests further mutual 
influences between Garro and Pedro de Cristo since they held positions in Lisbon at 
the same tiMe. 61 The similarities found in the polychoral works of these two 
composers may further support this suggestion. 
With regard to Rebelo it seems likely that the polychoral Roman repertory had 
little influence over his polychoral works: not only do his works exhibit completely 
different characteristics but also at his time Roman composers no longer wrote 
polychoral music. Given that Joao IV greatly admired several Spanish composers and 
sponsored many exchanges between Portuguese and Spanish composers it seems very 
likely that the most significant influences on Rcbclo might have been from Spanish 
composers as is suggested in the following letter sent in March 1654 from JoAo IV to 
59 See Rees, Pol)phony in Portugal. PP. 118-2 1. 
60 See also Rees, Music by Pedro de Cristo, pp. x-xi. 
41 See Rees, 'Newly Identified Hologmph Manuscripts- . '. 
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a Spanish composer of unknown identity (probably Fr. Bartolom6 de la Cruz, of 
Scvillc). 
'I have some books of psalms for Vespers and other things by Joao 
Lourcnqo Rebelo ready for printing, and since I would like for Maestro Patifto 
to see over there that hcrc too there arc people who know how to compose, I 
send you this psalm, which 
, 
is one of those being printed; he has others of 
even better taste and not lacking in science, and they do not sell for as much 
as PatiAo would charge. [Rcbclo] also has a book of eight masses for 4,5 and 
6 voices and another one of psalms, hymns and three short Magnificats, all 
based on their [respective] chants, and other books containýing six masses for 
8,10,17 and 20 voices, as well as one [mass] for the dead with its sequence 
and lessons for 12 voices. ... If you take the trouble of studying the psalm I think you will find [it 
shows] science; [Rcbclo] does take some liberties because he follows the path 
of Maestro 
62 
CapitSn [Matco Romero], but that is what everyone is doing 
nowadays. ' 
In order to investigate the depth of such possible influences a further analysis of 
Romero's (and other Spanish composers) works would be necessary. 63 A first 
comparison with Patifto's works (given in Appendix 10) has been made, but these 
reveal very different characteristics from Rebclo's. Patifto's works are strongly 
homophonic within a clear concern for the intelligibility of the text. 
62 Translatcd by Nery in The Music Manuscripts in the Library of King D. JO, 50 IV of 
Portugal, pp. 157-8. 
63 At present it is difficult to assess Romero's music, since most of it has been lost and part is 
incomplete. Furthermore, almost all the surviving works remain in the archives to be edited 
in modem editions. For more information on Romero's output see for example Becquart, 
, Atusicten3 nJerlandais ä la cour de Afadrid, pp. 189-199. 
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CONCLUSIONS 
Tle present study has revealed that, in Portugal, polychoral writing assumed an 
important role in the sacred musical practice of the late sixteenth and seventeenth 
century since a relevant proportion of the works known to have existed were written 
for two or more choirs. 
The cultivation of polychoral music in Portugal is part of an overall 
international tendency only recently starting to be uncovered. The popularity of the 
style both in Portugal and in the rest of the Iberian Peninsula was effective during 
most of the seventeenth century, long aftcr it had gone into decline in the most 
important centrcs, namely Rome and Venice. 
One of the important motivations for the development of polychoral music is 
now generally accepted to be closely related to the ideals of the Council of Trent with 
regard to the intelligibility of the text. In order to conform with these ideals composers 
started to write in a largely syllabic and homophonic style where contrast and diversity 
were achieved through increasing the number of voices, employing two or more 
groups (choirs) which dialogue through an alternation of antiphonal and fulti sections. 
In those areas where the influence and the ideals of the Catholic reformation were 
strongest one expects to find this kind of response in sacred music. Through this study 
it has been seen that Portugal and Spain, two countries which completely adhered to 
the ideals of the Council of Trent, produced a vast polychoral repertory, much of 
which does reflect this kind of writing. 
These circumstances firstly suggest that Portuguese and Spanish music would 
closely follow the Roman models since Rome was the head of the Catholic church 
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with an important position within the international sacred musical context. However, 
the analysis of the Portuguese repertory revealed that the particular techniques used 
there were somewhat different suggesting that composers did not directly follow the 
Roman models but rather developed an individual (or national) style within the same 
spirit. Comparing the Portuguese repertory with the Spanish one, many similarities 
have been found. This suggests that the great contact and exchange that occurred 
between composers of the two countries, induced common characteristics, which 
together can be thought of as a general Iberian polychoral style. 
The most distinctive general characteristics found within the Portuguese and 
Spanish repertory are the following: the use of one particular type of (unequal) voice 
combination - SSAT for one choir and SATB for the others; the choirs are not always 
harmonically independent in tutli sections suggesting that the choirs did not sing far 
from each other; in tutti sections the lowest parts tend to move mostly along the roots 
of the chords and this can be done in two distinct ways - mirroring each other in 
contrary motion or in parallel motion through unison or octaves. 
These characteristics differ from the general Roman practice in that Roman 
composers wrote mostly for choirs with the same voice combination - SATB; the 
choirs were usually harmonically independent and were spatially separated; in tutti 
sections the lowest parts move mostly along the roots but only by contrary motion. 
With regard to the Portuguese repertory of Francisco Garro, Duarte Lobo, Pedro 
de Cristo and JoAo Lourcnqo Rcbclo the following general characteristics can be 
traced: Garro and Pedro de Cristo write in a strong homophonic style with fast 
declamation; Lobo reveals a rich combination of homophonic and contrapuntal 
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texturcs; Rebelo writcs in a dominantly imitativc style which explorcs complex 
contrapuntal tcxturcs and great contrasts of scoring with voices and instrutments. z 
This study essentially makes a first step towards the understanding of 
Portuguese polychoral music. Much remains to be done not only in understanding the 
musical style of Portuguese polychoral musical but also in exploring in greater detail 
the relationship with the international rcpcrtory. 
The focus of the study relied mostly on the edition of surviving sources kept in 
archives. The editions were made possible through the reconstruction of missing parts 
and constitute a first attempt to make known the polychoral works of composers 
whose reputation has languished in the last centuries. The remaining text was written 
with the main purpose of contributing to the understanding of the styles revealed by 
the works and how they fit in the wider international context. 
The editions themselves, together with the analyses performed in these chapters, 
will hopefully contribute to a re-evaluation of the traditional view of the late sixteenth 
and seventeenth century as essentially a period of conservatism in Portuguese music. 
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Appendix 2 
Francisco Garro: Polychoral collection 
2.1. Inventory of partbooks In Coimbra, Biblioteca Geral da Universidade, AII 
79-86 (eight partbooks) and concordances with London and Braga 
Concordances 
Folio Part B BP Ln BL Notes 
Choir Partbook MI 81 
1 
1-5 Cantate Domino B 13A 75 
V-10" Filli quid T BA 75 
1 V-17 Domine in virtute tua a BA 75 Folio 12'. S2 Dornine Deus 
(version SSAM); folio 15- 
15' S2 Crucirixus (version 
ssým) 
18-22 Pro defunctis T BA 75 
22! -23 Lectio I- Parce mihi 0 BA 75 
23-23" Lectio 11 - Responde mihi 13 BA 75 
24-24" Lectio III - Spiritus tneus B BA 75 
25-25" Alleluia I S[l] BA 75 
26-26' Alleluia II S111 BA 75 
27-27" Alleluia III S11] BA 75 
Choir Partbook Nil 80 
11 
I- 5" Cantate Dornino S 
6-11 Filli quid S 
II "-17 Doniine in virtute tua S 
17%2 1" Pro defunctis S 131.4 BLA - from Gradual 
onwards 
22-22" Lectio I- Parce rnihi S DL4 
22! -23' Lectio 11 - Rcspondc rnihi S BL4 
23". 24" Lectio III - Spiritus rneus S 131.4 
25 Alleluia I S 131.4 
26-26" Alleluia 11 S 131.4 
27 Alleluia III S 131.4 
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Parthook All 79 
1- 5" Cantate Domino A BU 
6.11 Filli quid A BU 
W-17 Domine in virtute tua A BU 
W-21" Prodefunctis A BU 
22-22' Lectio I- Parce mihi A BL3 
22!. 23" Lectio 11 - Responde mihi A BO 
23"-24' Lectio III - Spiritus mcus A BL3 
25 Alleluia I A BU 
26-26" Alleluia 11 A BU 
27 Alleluia III A 131.3 
Partbook All 82 
1-5" Cantate Domino D BA 72 BL5 
6-11 Filli quid B BA 72 BL5 
1 V-17 Domine in virtute tua B DA 72 BL5 
17". 2 1" Pro defunctis B BA 72 BL5 
22-22" Lectiol -Parcernihi B DA72 BL5 
22!. 23" Lectio 11 - Responde mihi 13 BA 72 BL 5 
23'-24" Uctio III - Spiritus nicus B BA 72 BL 5 
25 Alleluia I D BA 72 BL 5 
26 Alleluia 11 B BA 72 BL 5 
27 Alleluia III B BA 72 BL 5 
Choir Partbook All 84 
III 
19-24 Domine in virtute tua s BL6 
Partbook IM 83 
19-24 Doniine in virtute tua A DA 74 
Partbook bll 85 
19-24 Doniine in virtute tua B DA 76 
Gulam Partbook All 86 
Cantate Dornino Guiam DA77 Only the first four folios of 
each mass are marked in 
Roman numerals (i - iiij) Filli quid Culam DA77 
Dominc in virtute tu3 Culam DA77 
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2.2. Inventory orpartbooks In Braga, Biblioteca P6blica, BA71 -78 (eight 
partbooks) and concordances with Coimbra and London 
Concordances 
Folio Part C BGU Ln BL Notes 
Choir Partbook BA 78 
1 
1-5 Cantate Don-ýino A 131.2 
5%10" Filli quid A 131.2 
1 V-17 Dornine in virtute tua A BL2 
17"-22 Pro defUnctis A 131.2 
131.1 
22%23 Lectio I- Parce mihi A 131,1 
23-23" Lectio 11 - Responde rnihi A BL 1 
24-24' Lcctio III - Spiritus mcus A 131.1 
25-25" Alleluia I A DL 1 
26-26" Alleluia 11 A 131.1 
27-28 Alleluia III A BLI 
Partbook BA 75 
1-5 Cantate Domino B Nil 81 
5"-10" Filli quid T Nil 81 
ll'-17 Domine in virtute tua. B Nil 81 
18-22 Pro defunctis T Nil 81 
22". 23 Lectio I- Parce mihi B mi 81 
23-23" Lcctio 11 - Responde mihi B MI 81 
24-24" Lectio III - Spiritus mcus B mi 81 
25-25" Alleluia I S[l) mi 81 
26-26" Alleluia 11 S[Ij MI 81 
27-27" Alleluia III S[l] mi 81 
(BL2) Introitus & Kyrie 
(BLI) from Gradual 
onwards (Gradual starts at 
folio 19 in BA 78 and 131.1) 
Folio 12', S2 Donýne Deus 
(version SSAM); folio 15- 
15', S2 Crucifixus (version 
SSAM) 
Choir Partbook BA 71 
11 
1-5" Cantate Domino 
6.11 Filli quid 
11%17 Dorrýinc in virtute tua 
17%2 1" Pro defunctis 
22-22" Lectio I- Parce rnihi 
22"-23" Lectio 11 - Responde rrýihi 
23"-24" Lectio III - Spiritus mcus 
25 Alleluia 1 
26-26" Alleluia 11 
27 Alleluia III 
T BL4 Folio 2- 2v missing in BA 
71 
T BL4 
T BL4 
T BL4 (131.4) Introitus aml Kyrie 
T 
T 
T 
T 
T 
T 
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Partbook BA 72 
1- 5" Canute Domino B MI 82 131.5 
6-11 Filli quid B MI 82 131.5 
11%17 Domine in virtute tu, 3 B MI 82 BL5 
W-2 1" Pro defunctis B MI 82 131.5 
22-22" Lectio I- Parce mihi B MI 82 131.5 
22! -23' Lectio 11 - Responde rnihi B MI 82 131.5 
23! -24' Lectio III - Spiritus mcus B MI 82 BL5 
25 Alleluia I B ? vfl 82 BL5 
26 Alleluia 11 B MI 82 131.5 
27 Alleluia III B MI 82 BL5 
Choir Partbook BA 74 
III 
19-24 Domine in virtute tua A MI 83 
Partbook BA 73 
19-24 Domine in virtute tua T 
Partbook BA 76 
19-24 Domine in virtute tu 13 MI 85 
Gulam Partbook BA 77 
Cantate Domino Culam MI 86 Only the first four folios of 
each mass are marked in 
Roman numerals (i - iiij) 
Filli quid Guiam MI 86 
Domine in virtute tua Gulam MI 86 
2.3. Inventory of partbooks In London, British Library, K7. g. 9 (six partbooks) 
and concordances with Coimbra and Braga 
Concordances 
Folio Part C BGU B BP Notes 
Choir Partbook BL I 
I 
1-5 Cantate Domino S 
5,40" Filli quid S 
IV-17 Domine in virtute tua S 
18-18" Pro defunctis - Introitus and S 
Kyrie 
19-22 Pro defunctis - from Gradual A 
onwards 
W-23 Lectio I- Parce mihi A 
23-23" Lectio 11 - Responde mihi A 
24-24" Lectio III - Spiritus mcus A 
25-25" Alleluia I A 
26-26" Alleluia It A 
27-28 Alleluia III A 
DA 78 All niovements in DA 78 
DA 78 
DA 78 
DA 78 
DA 78 
DA 78 
DA 78 
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Partbook BL 2 
1-5 Cantate Domino A BA 78 
V-10" Filli quid A 13A 78 
ll'-17 Domincinvirtutetua A BA 78 
17%18" Pro defunctis - Introitus and A BA 78 All ffiovemcnts in BA 78 
Kvrie 
19-22 Pro dcfunctis - from Gradual S 
onwards 
22%23 Lectio I- Pane miW T 
23-23" Lectio 11 - Responde rnihi T 
24-24" Lectio III - Spiritus mcus T 
25-25" Alleluia I S[21 
26-26" Alleluia 11 S[2] 
27-27" Alleluia III S[21 
Choir Partbook BL 3 
11 
I- 5' Cantate Domino A MI 79 
6 -11 Filli quid A MI 79 
11'-17 Domincinvirtutetua A MI 79 
17"-2 1" Pro dcfunctis A MI 79 
22-22" Lectio I- Parce mihi A MI 79 
22! -23" Lectio 11 - Responde mihi A MI 79 
23"-24' Lectio III - Spiritus mcus A MI 79 
25 Alleluia I A MI 79 
26-26" Alleluia 11 A MI 79 
27 Alleluia III A MI 79 
Partbook BL 4 
I- 5" Cantate Domino T BA 71 
6 . 11 Filli quid T DA 71 
11". 17 Domincinvirtutetua, T BA 71 
17% 18" Pro de functis - Introitus and T BA 71 
Kvrie 
19-21" Pro defunctis -from Gradual S MI 80 
onwards 
22-22" Lectio I- Parce tnihi S MI 80 
22"-23" Lectio 11 - Responde mihi S MI 80 
23%24' Lectio, III - Spiritus mcu3 S MI 80 
25 Alleluia I S MI 80 
26-26' Alleluia 11 S MI 80 
27 Alleluia III S MI 80 
Partbook BL 5 
1-5" Cantatc Domino B MI 82 BA 72 
6.11 Filli quid B MI 82 BA 72 
11%17 Domine in virtute tua B MI 82 13A 72 
17%2 1" Pro dcfunctis 13 MI 82 BA 72 
22-22" Lectio I- Parce n-dhi 13 MI 82 BA 72 
22! -23" Lcctio 11 - Rcspondc mihi 11 MI 82 BA 72 
23". 24" Lectio III - Spiritus mcus 13 MI 82 BA 72 
25 Alleluia I B MI 82 BA 72 
26 Alleluia 11 13 MI 82 BA 72 
27 Alleluia 111 13 MI 82 13A 72 
Folio 2-2" n-tissing in BA 71 
All niovements in DA 71 
All movements in MI 80 
Choir Partbook BL 6 
III 
19-24 Don-dnc in virtute tua s M184 
2.4. DkIrihution of parlbooks hý NN ork and % oice - part 
Bold tcxt ref'crs to the sources used for edition. Missing parts have grey background. 
Nli%%A ( Antate Domino 
Librarv ISI AI 111 112 A2 . 1.2 112 Guiam 
C 1461, Nil 81 %ti 80 M179 M182 N1186 
B III, It % 7? 1 BA 'S BA 71* 13A 72 BA 77 
Ln 11L III I lit 2 lit 3 111 4 BL 5 
*foho 2-2v missing, BIA us ed here 
Nli%%a Fili quid feci%ti nobi% sic 
hbrarN V. (S21 A2 12 B Gutarn 
WHO Nil 79 Nil 82 N1 186 
B Bl' 11 A IN HA BA 71 HA -2 BA '7 
1-11 111 "1 1 Ifl [it 4 Bt.,, 
Nh-. %A Dontine in %irtute tua lactabitur Rex 
I ibrarv 
\11 ml MI No \11 79 MI 82 
BA 7. s BA 71 HA -2 
Hi fit 4 Bl- 5 
hbrarv Al 3 Gulaill 
lior NII PA Ntl H5 1,1196 
It fill IIA '41 111A '13 HA 
I it fil III f. 
Nli%%A Pro defillicti% 
Libiarv I,,: IS21 \1 li I "; 12 
C lt( ;1' %1181 
11 lip 
KA 
"x ICA 5 
Nil so Nil 79 
I .nII 
NI 41 2 
AL,... 
Nt. 2 . nt_I . 
a_en. 
111 4 
Nils., 
HA 71 BA 72 
1114 ý BL5 
A K,,. 
I --t tioncs I't 41 (It-it] lit ti% 
Library IS11 II lit ,2 A2 T2 B2 
C B( it %li 81 W NO N11 19 M182 
B fill HA 78 BA 71 BA 72 
Ln lit. lit I RI 2 111 4 lit I BL 5 
LibrarN 
ml 
BA 7m 
AI IT11 S3 A2 12 13 
Nil 80 %11 79 MI 82 
BA 71 BA 72 
111 4 111, BL 5 
Appendix 3 
Polychoral manuscript works in the catalogue of JoAo IV's 
library 
This appendix contains a list of all polychoral manuscript works in the catalogue of 
Jo5o IV'Iibmry sorted first by composer and then by the piece. For each piece the 
following information is provided: 
composer 
Beare 
piece 
ch - number of choirs when present in the catalogue 
vv - number of voices 
notcs 
pag - page number where the piece appears in the catalogue 
In the number of voices column square brackets arc placed whenever the 
number is not present in the catalogue but it is possible to suggest it due to the 
remaining information such as the number of choirs or piece title. 
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cumpostr gears piece ch Yv notes pag 
Aliticida. Fr. Fernando Man Massa temi toni 12 448 
Alvarado, Diego do Motel Ave Virgo glorion 8 468 
Anonymous Motel Adoma thalamum tuum 8 467 
Antiphon Asperges me 8 464 
Antiphon Asperges me 8 464 
Motel Assumpta est Maria 8 468 
Motel Ave Virgo glorioss 8 468 
Motel Candid! facti sunt 8 "2 
Mom Cantsbant Sancti 8 460 
Motel Cantate Domino 8 443 
Motel Cum ewt desponsats 8 460 
Psalm 109 Dixit Dominus, Mode 1 8 426 
Psalm 109 Dixit Dominus. Mode 111 8 425 
Psalm 109 Dixit Dominus, Mode Vill 8 426 
Motel Funem mille prenunt 8 461 
Motel Gabriel Angelus 12 381 
Motel Gaudcamus omnes 8 469 
Motel Gaudcamus omnes in Domino 13 442 
Motel In devotione mine omnes decaritemus 8 443 
Lesson III Incipit Oratio 8 393 
Psalm 121 Lactatus surn, Mode Vill 8 417 
Antiphon Lumen ad revelationeirt gentium 8 467 
Canticle 13VM MAgnificat (odd n% Mode Vill 8 465 
Canticle BVM Magnificat (even n) 10 466 
Canticle BVM Magnificat (even n). Mode VI a 466 
Canticle BVM Magnificat (even ri*ý Mode VI 8 467 
Litany Maria Virgo 12 382 
Mass Missit Amor poichd non to 389 
Man Miss& Donna Is puts luce 8 465 
Man Missa Ductus est Jesus 12 450 
Man Mism Ingredimini 8 465 
Mass Misu Jubilate Dco 8 465 
Mass Miss& Laudate Dominum in sanctis 12 450 
ejus 
Man Mi"A Percussit Saul 8 450 
Man Missa quard loni 8 448 
Mass Missa secundi toni 8 450 
Man Miss& sexd toni 8 464 
Mass Missa Super cxsultate Dco 8 464 
Mass Missa Suzame 8 465 
Motel Nigro sum 8 469 
Motel 0 Christi muntie 12 461 
Motel Ornnes genies plaudite 8 457 
Motel Orabst sanctus Benedictus 8 461 
Motet Pulchra as et decors 8 469 
Motel Quis asceridet in montem Don-tini 12 461 
Antiphon Salve Regina 8 one of the ch: solo +3 inst. In Latin and 383 
Castilian; may be sung without the verses 
wrinst 
I I)wA verse from To Dominum confitemur 8 467 
To Dcum laudamus 
llymn Tu lumcn. tu splendor Parris 8 467 
Motel Victoms I&eculi 8 443 
Motel Virgo prudentissims 8 469 
AvIlM Manuel Leiao MAU Mins Ave Virgo sanctissinut 8 450 
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Man Missa Salva Theodostum 12 457 
Baccusi. Ippolito 7 I. B. Motel Recordare Domino 8 457 
Bafban; &, Manuel Motel Gaude Maria Virgo 8 381 
Barpintier Canticle nVM M&gniricat (even n* ý Mode 1 8 466 
Canticle BVM Magnificat (even n* ý Mode Vill 8 466 
Bell'Haver. Vincenzo Canticle BVM Mal; nificat (odd n*). Mode 1 8 465 
Bernard. Philippe Mass Miss& sine nomine 12 459 
Bonhomme. I Pierre] Motet Denedicite ornnis 12 456 
Motet Suscepimus Deus 12 4434 
Boque% Jacques klotet Arnavit cum Dominus; 11: Induit eum 8 393 
Dominus 
Motel Haec: dies quam fecit Dominus 8 467 
Boulart, Gaspar Mass Missit septinti toni 9 450 
Bourgeois, Claude Mass Mim Regina caeli 12 450 
Bruno, Ouglielmo Motet Dilectus Doo et hominibus 8 460 
Burg. Adrianus Aloysius Mass Miss& 8 464 
Buset. Martin hiolct Ave verurn corpus natum 9 401 
Moict Benedicamus Dominum 8 401 
Antiphon Inviolats intelim 8 403 
Motel Memento salutis auctor 8 403 
MASS Miss& octavi toni 8 377 
Mom 0 Beaturri vinun 8 404 
Antiphon Regina cacli 8 404 
Capilupi. Geminiano motot Ornnes gentcs plaudits manibus 8 457 
Cardoso, Fr. Manuel Psalm III Bestus vir. Mode 111 8 441 
Psalm 137 Confitebor. Mode 111 8 441 
Psalm 109 Dixit Dominus. Mode 1 8 441 
Psalm 147 Lauda Jerusalem Mode IV 8 441 
Psalm 112 Laudste pueri. Mode 11 8 441 
Canticle BVM Magnificat. Mode IV 8 441 
Mass Miss& ab initio 8 440 
Mass Misu Besm Mater 8 444 
Mass Missa Hic est discipulus ille 8 440 
Mass Miss& Joanncs quartus Portugaliae 9 444 
Rex 
Mass Missa secundi toni 12 400 
Antiphon Salve Regina 8 442 
Hymn To Dcum laudamus 8 441 
Castro y Malassray. Juan Psalm 109 Dixit Dominus. Mode Vill 12 425 
do 
Mass Missa Laudsto Dominum in s&nctis 8 448 
ejus 
Motel Planso quasi Virgo 8 421 
Psalm 90 Qui habitat 12 359 
Antiphon Resins Cecil 8 404 
Clanne, Vincentius Mass Miss& quind toni 12 450 
COftX% Jacob Hymn To aelcmum Patrcm 8 Verse from the Hymn To Deurn laudamus 467 
Comes. Juan Bautista Psalm 147 Lsuda Jerusalem. Mode Vill 8 39S 
Canticle BVM Magnificat. Mode 1 8 395 
Canticle BVM l6lagnincat. Mode 11 12 395 
Mass Misu octsvi toril 12 394 
Mom Plaudst nunc orSanis Maria 8 394 
CrOcc-Giovanni Motel Veni In hortum mount 8 469 
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, CAU, I'llipe da Wict Diming mis 12 384 
Cruz. Fr. J43.3 da Mau NILUS Beata Maria II Usted among the prints but most likely a 136 
manuscript 
Cucto. Gaspar dia PUIM 109 Dom Dominus. 161ode 111 12 423 
Dist. Gaspar psalm 109 Dutil Dominui6 Mok 1 12 395 
psalm 121 Lactatus sum. Mode 'v1II 12 395 
haw 112 Lawlate puM Dominum. Mode VI 12 295 
MASS Mis" K%d wd 17 394 
Lession I Quomodo sedd Solii civius 10 395 
Antiphon Salve Regina 9 solo &9V. 395 
Diu Bfts6a. Gabnt I Mow (untitled) 8 340 
Sequefte (Dws irsirl 8 340 
Invitatory [Retem cui ormis vivurit 7ý 3 ch 3 [121 340 
MOM Accepit Jesus panes 12 CIL 1: solo +3 inst. 444 
Mold Accepst Jesus panes 12 444 
116loteel Adjuve Pas 8 340 
Sumagium A4juve nois Deus 3 4&gv 344 
Sumissium A4juva nos Deus 8 4&gv 344 
Moict Angcli a Archangeli 13 Ch. 1. solo +4 inst 352 
Mow Angelus Domisil a 44S 
Revilionsory VI Animism mcarn dsltcum 8 430 
Mixes Ascirnilentes discipull 12 353 
Nlow Assurr"Oesus 8 445 
Motel Augustine lister filiorum 12 353 
Motel Ave pewW horKwatis 10 one of the ch.: solo +3 inst. 342 
A, nuphon Ave Retina caelorum II BVM in Lent 355 
Antiphon Ave Regina cack--rum II BVM in Lent 355 
Antiphon Ave Regina caclonan 12 w/2 ecoa 355 
Antiphon Aiiii Regina caelorum. 4ch. 4 (161 one of the ch. solo +4 inst. 341 
Antiphon Ave Regina caclorum. Mole 11 11 341 
Antiphon Ave Regina cadoruni. Moile VI 12 one of the ch. B+3 inst. 340 
Antiphon Ave Regina cw1orum, Moile VI 12 340 
Mow Ave spinat 8 344 
Mold Dead Thom" 8 353 
? Ulm III Bcatus vir. Mode 11,3 ch. 3 (121 one of the ch.: solo +4 inst.; awther ch.: 348 
solo + org 
psalm III Deaws vir. m4xk 111 8 348 
P%4,. m III Beams vir. Mode IV. 4 ch. 4 116) 2 ch. wfinst.; 2 ch. w/v. only 348 
? Ulm III Peam vir. NIoJ@ VIII. 3 ch. 3 1121 ch-1: A+ bf ch. 11: 2v. + 2inst; ch. III: 4v. 348 
Mold Beftilicamus Dominum 12 one or ft ch.: solo wfinst 436 
Sumsawn BeMilcimus DCUM 8 344 
benedictus sis intrediens 3 436 
Matirt PenWictus sis ingfvdievis (2 ch) 2 181 one of the ch.: solo + inst. 436 
RIVION" IX CalisAwfunt 8 430 
l6lowl Cantata Domino 8 436 
Itymn ChAvis qui lux em et dies 8 One of the ch.: S+3 inst. [Pre-Tridentine 343 
text] 
Mow Maw Jew spit"w ratris a 445 
1OVit&kWy Chrism Patus to sobus 8 344 
Motel Cilisvil D04 8 342 
Nwd Clamans cecus a 445 
NIOICI Convirgad sunt 8 438 
1610M Cor nvum Conturbatum to 3ch 3 (121 Ch. 1. solo +4 inst. "5 
pwm I 15 CITJ04 Nkkk V. 3 ch. 3 1121 346 
? Ulm I 15 ChJsdi. Mo4k VIII. 4 ch. 4 116) one of the ch: solo + org-, another ch: solo 346 
+ hf 
P"Im 4 Cum inv*carvn% Moilis IL 3 ch. 3 (121 w1inst 340 
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Psalm 4 Cum invocarem, Mode VIII, 3 ch. 3 [121 338 
Psalm 4 Cum invocarem, Mode VIII 14 ch. III: 2v+2inst 341 
Psalm 4 Cum invocarem, Mode Vill, 5 ch. 5 [20] Ch. 1: T+org; ch. 11: S+3inst.; ch. 111: 388 
S+org; ch. IV T+3inst; ch. V: 6v 
Psalm 4 Cum invocarem, Mode VIII, 3 ch. 3 (15] ch. 1: solo+3inst; ch. II: 3v.; ch. III: 8v. 338 
Psalm 4 Cum invocarern, Mode Vill; 3 ch. 3 [12] Verse 7, is for solo+4inst 341 
Motet Cum pervenisset 8 343 
Motel Cum sublevasset oculos Jesus 8 one of the ch.: solo + inst. 445 
Motet Cum videsset ergo 12 353 
"Prosa"=Sequence? De suprema hierarchia 8 355 
Motet Dicebat Jesus 8 445 
Psalm 109 Dixit Dominus, Mode 1 8 349 
Psalm 109 Dixit Dominus, Mode 1 8 349 
Psalm 109 Dixit Dominus, Mode 1 8 349 
Psalm 109 Dixit Dominus, Mode 1 8 349 
Psalm 109 Dixit Dominus, Mode 1 12 349 
Psalm 109 Dixit Dominus, Mode 1 16 348 
Psalm 109 Dixit Dominus, Mode V 13 one of the ch. w/inst; 2 ch. w/v. only. 349 
Based on Janequin, chanson La bataille de 
Psalm 109 Dixit Dominus, Mode Vill 8 349 
Psalm 109 Dixit Dominus, Mode Vill 12 one of the ch. w/inst 349 
Motet Dixit pater familias 8 445 
Motet Domine Jesu Christe 8 445 
Motet Domine quern amas 8 445 
Motet Domine quis habitabit 8 436 
Motet Domine quis habitabit 17 one of the ch.: solo+4inst 436 
Motet Dum sansonis vulpes quaerit 8 353 
Motet Ecce ego mitto vos 8 436 
Psalm 133 Ecce nunc, Mode 11,3 ch 3 [12] 340 
Psalm 133 Ecce nunc, Mode VIII, 3 ch 3 [12] ch. III: solo+3inst 339 
Psalm 133 Ecce nunc, Mode VIII 14 ch. III: 2v+2inst 341 
Responsory III Ecce vidimus eum 9 430 
Motet Ego in altissimis habitavi 8 355 
Motet Elegit eum Dominus 9 one of the ch.: solo +4 inst. 436 
Motet Ernmendemus 8 340 
Responsory VII Eram quasi agnus 8 430 
Section of the Credo Et incarnatus 8 445 
Motet Exiit qui seminat 8 445 
Motet Expecto pro te gladium 8 one of the ch.: solo+3 inst 353 
Motet Gabriel Angelus 8 353 
motet Gaude et lactare 8 355 
Motet Gaude virgo 8 355 
[Hymn] Gloria laus et honor, 4&8v 8 445 
Mass movement Gloria, 3 ch. 3 [12] oneofthe ch.: solo+ 4inst. 343 
Motet Habes cum alfis 8 355 
Motet Haec dies quam fecit Dominus 8 446 
Motet Hodie nata est 8 355 
Responsory IX Hospern miram quarn 8 354 
Motet Immolavit haedum 12 342 
Motet In caelesti hierarchia 8 437 
Motet In caelestium corona Angelorum 8 353 
Motet In illo tempore cratjesus ejiciens 8 446 
demonium 
Responsory In medio carceris 8 353 
Psalm 30 In te Domine, Mode VIII 8 338 
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Psalm 30 In te Domine, Mode VIII II ch. I: solo +4 inst 338 
Psalm 30 In te Domine, Mode Vill 14 ch. 111; 2v +2 inst 341 
Psalm 30 In te Domine, Mode Vill, 3 ch 3 [12] Verse 2, Inclina ad me, is for solo +4 inst 341 
Lesson III Incipit oratio Jeremiae, Mode 11 12 one of the ch.: solo +3 inst 351 
Lesson III Incipit oratio Jeremiae, Mode VII 8 ch. I: 3S+ tenor inst; ch. 11: 2 S, A+ bass 351 
inst; includes on verse for 8 v, and another 
Motet Iste sanctus 8 one of the ch.: solo +3 inst 436 
Motet Istorum est enim 8 436 
Responsory 11 Jerusalem surge 9 ch. I-. solo +4 inst 430 
Suffragium Jesu pax nostra, 3 ch 3 [121 344 
Motet Justus germinabit 8 one of the ch.: solo +3 inst 437 
Psalm 121 Lactatus sum, 5 ch 5 (20] ch. V: solo +3 inst; each verse maybe sung 347 
by itself 
Psalm 121 Laetatus sum, Mode VI, 3 ch 3 [12] ch. 1: 2v +2 inst; ch 11: S, T+2 inst 347 
Psalm 121 Laetatus sum, Mode VI, 4 ch 4 [16] Ch. IV is only used in the Sicut erat 347 
Psalm 121 Laetatus sum, Mode VII, 3 ch 3 [12] Ch 11: inst 347 
Psalm 121 Laetatus sum, Mode Vill 8 347 
Psalm 121 Laetatus sum, Mode VIII, 4 ch 4 [16] ch. IV: S+3 inst 347 
Motet Laetentur caeli 13 w/ inst 345 
Motet Lapidaverunt Stephanum 8 353 
Psalm 145 Lauda anima. mea Dominum, Mode 8 346 
Vill 
Psalm 147 Lauda Jerusalem, Mode V II one of the ch.: solo +3 inst 347 
Psalm 147 Lauda Jerusalem, Mode VII 10 347 
Sequence Lauda Sion Salvatorern, 4 ch 4 [16] one of the ch.: solo +3 inst 342 
Psalm 116 Laudate Dominum omnes gentes, 8 349 
Mode Vill 
Psalm 116 Laudate Dominum omnes gentes, 3 9 one of the ch.: solo + org 349 
Mode Vill, 3ch a9v 
Psalm 116 Laudate Dominum omnes gentes, 4 [161 349 
Mode Vill, 4 ch 
Psalm 146 Laudate Dominum quoniam bonus, 10 346 
Mode IV 
Psalm 112 Laudate pueri Dominum, Mode VI 8 347 
[Motet] Laudemus Dominum 8 344 
Motet Lavans Jesus pedes 8 446 
Litany Litany 8 345 
Responsory IX Libera me Domine 8 431 
Responsory IX Libera me, 3 ch 3 [12] 340 
Canticle BVM Magnificat, Mode 1 8 341 
Canticle BVM Magnificat, Mode 11 8 341 
Canticle BVM Magnificat, Mode 111 8 341 
Canticle BVM Magnificat, Mode IV 10 341 
Canticle BVM Magnificat, Mode V 12 one of the ch.: solo +3 inst 341 
Canticle BVM Magnificat, Mode VI, 4 ch 4 [16] ch. 1: T+3 vl; ch 11: 3S, 2T + bass fag; ch 341 
III: 2S, A+ fag; ch IV: "chusma" - tutti 7 
Canticle BVM Magnificat, Mode VII 8 342 
Canticle BVM Magnificat, Mode VII 12 one of the ch.: solo +3 inst 342 
Canticle BVM Magnificat, Mode Vill 8 342 
Lesson III Manus tuae Domine 12 431 
Lesson III Manus tuac, 3 ch 3 [12] 340 
"Prosa" Mater Patris, S solo & 12 v [13] 355 
Motet Mihi autem absit 8 354 
Psalm 118. IX Mirabilia testimonia, Mode Vill, 3 ch 3 [12] one of the ch.: solo +3 inst 348 
Psalm 50 Miserere mei Deus, 4 ch 4 [16] two of the ch. Solo +3 inst 430 
Psalm 50 Miserere mei Deus, Mode IV 8 The same work is in the book Luctus 352 
Ecclesiae 
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Psalm 50 Miserere mei Deus, Mode IV, 4 ch 4 [16) w/ inst 352 
Psalm 50 Miserere mei Deus, Mode IV, 4 ch 4 [16] two of the ch. w/ inst 352 
Psalm 50 Miserere mei Deus, Mode V, 13 ch. Ill: 2v +3 inst 352 
Mass Missa ad libitum 12 343 
Mass Missa Cibavit nos 8 341 
Mass Missa Estrella de la mar 12 343 
Mass Missa ferialis 8 340 
Mass Missa ferialis 8 340 
Mass Missa Laudate pued 12 344 
Mass Missa Laudemus Dominum, 12 v in 12 based on Laudemus Dominurn 8v own 343 
echo motet 
Mass Missa Panguis est panis 8 341 
Mass Missa pro defunctis 8 342 
Mass Missa pro defunctis, 3 ch 3 [12] Based on Dias'6 part Missa pro defunctis, 340 
written for the funeral of Queen Margarita 
of Spain (1617) 
Mass Missa Se'l pensier geme 8 340 
Mass Missa septimi toni 8 341 
Mass Missa Sepulte et guarde 8 341 
Mass Missa sexti toni 21 one of the ch. inst 340 
Mass Missa. Sperabo in eum, 4 ch 4 [16] one of the ch. S or T+ org 344 
Responsory VI Ne responderis 8 340 
Canticle of Simeon Nunc dimittis, Mode 11 9w/ inst 340 
Canticle of Simeon Nunc dimittis, Mode 111 12 ch 1: T+3 inst. Originally for 17 v 339 
Canticle of Simeon Nunc dimittis, Mode 111 13 ch II: S+4 inst 340 
Canticle of Simeon Nunc dimittis, Mode 111,4 ch 4 [16] one of the ch. : solo +4 inst 341 
Canticle of Simeon Nunc dimittis, Mode IV, 4 ch 4 [16] ch IV: solo +4 inst 340 
Canticle of Simeon Nunc dimittis, Mode VII, 3 ch 3 [12] ch 1: 4 falsetti 340 
Canticle of Simeon Nunc dimittis, Mode VIII 14 ch III: 2v +2 inst 341 
Motet 0 Doctor optime 8 437 
Responsory VIII 0 Hipolite si credideris 8 354 
Motet 0 quam suavis est Domine 13 one of the ch: solo +4 inst 342 
Hymn 0 sola magnarurn urbium, 3 ch 3 [121 342 
Litany 0 vere Deus, 3 ch 3 [12] 345 
Motet 0 Virgo Virginum 8 355 
Calends Octavo Kalendas [Januarii ?] 8 345 
Calends Octavo Kalendas Januarii 9 345 
Calends Octavo Kalendas Julii, solo &8v 8 353 
Motet Omnes scientes 9 342 
Suffragiurn Operi Domine 8 345 
Hymn Pange lingua, 3 ch 3 [12] one of the ch: solo +3 inst 343 
Turbae Passio Domini ... secundum Lucam 8 340 
Motet Per te Lucia 8 354 
Motet Pinguis est panis 8 342 
Responsory III Plange quasi Virgo 8 ch 1: solo +3 inst 430 
Psalm I18. XI Principes persecuti sunt, 3 ch 3 [12] ch 1: solo +3 inst 348 
Motet Puella pulchra 8 355 
Motet Pucr qui natus est nobis 8 354 
Motet Quae est ista quae ascendit 8 (or 12 v., "si placet") 355 
Responsory Il Quem vidistis pastores 10 345 
Psalm 90 Qui habitat, Mode 11 11 340 
Psalm 90 Qui habitat, Mode Vill 12 339 
Psalm 90 Qui habitat, Mode VIII 14 one of the ch: solo + org 339 
Psalm 90 Qui habitat, Mode VIII, 2 ch 2 [8] 339 
Psalm 90 Qui habitat, Mode VIII, 3 ch 3 [12] 341 
162 
composer genre piece ch VY notes pag 
Psalm 90 Qui habitat, Mode Vill, 4 ch 4 [16] ch I& II: 4v each; ch IV: 2v +3 inst. 339 
Verses for chi & 11 can be performed 
Psalm 90 Qui habitat, Mode VIII, 4 ch 4 (16] ch III: solo +3 inst 339 
Responsory 11 Qui Lazarum, Mode 11 8 451 
Responsory 11 Qui Lazarum, Mode 11 8 451 
Motet Qui mihi opus 8 355 
Lesson I Quomodo sedet solo, Mode VII 8 351 
Motet. Recordare Virgo Mater 8 355 
Motet Regnum mundi 12 437 
Motet Repleta est 8 355 
Hymn Rerum Deus, Mode VIII, 2 ch 2 [8] ch 1: S+ hf-, ch 11: 4v 347 
Antiphon Salva nos, Mode IV 9 ch I: T+3 inst 340 
Antiphon Salva nos, Mode IV [? ], 4 ch 4 [16] ch IV: solo +4 inst 340 
Antiphon Salva nos, Mode IV, 4 ch 4 [16] one of the ch: solo +4 inst 341 
Antiphon Salve Regina 8 356 
Antiphon Salve Regina 12 355 
Antiphon Salve Regina, Mode 1,4 ch 4 [16] one of the ch: solo +4 inst 341 
Responsory VIII Seniores populi 8 430 
Motet Si diliges me 12 one of the ch: solo +3 inst. 354 
Motet Stetit Angelus 8 437 
Hymn Te Deum laudamus, Mode 111,3 ch 3 [12] 343 
Hymn Te Deum laudarnus, Mode IV 8 ch 1: 3S + tenor inst; ch II: 2v +2 inst 343 
Hymn Te Deurn laudamus, Mode IV 8 343 
Hymn Te lucis ante terminum, Mode 11.3 ch 3 [12) ch I: S, T; ch II: solo +3 inst 340 
Hymn Te lucis ante terminum, Mode VI 12 ch 1: S+3 inst 339 
Hymn Te lucis ante terminum, Mode VI, 4 ch 4 [16] one of the ch: solo +4 inst 341 
Responsory 11 Tristis est anima mea 8 ch 1. solo +3 inst 430 
Suffragium Tu es Deus qui facis mirabilia 8 345 
Motet Tunc assumpsit eum diabolus 8 446 
Motet Valde honorandus est 8 354 
Responsory 11 Velum templi 9 ch 1: solo +4 inst 430 
Hymn Veni Creator Spiritus 8 343 
Sequence Veni Sancte Spiritus 8 345 
Choral Venite adoremus eum 8 Choral response of the Invitatory Alleluia, 345 
Spiritus Domini 
Responsory Vill Verbum carum factus est 12 345 
Sequence Victimae paschali laudes 9 345 
Motet Vidi Angelum Dei 8 446 
Responsory III Vinea mea 8 430 
Motct Zachaec festinans descende 8 427 
Dubois, ttienne Motet Deus in nomine tuo salvurn me fac 8 443 
Motet Laudate pueri 8 443 
Canticle BVM Magnificat, Mode VIII 8 418 
Motet Simon Petre; 11 Quodcumque ligaveris 8 
Dubois, Philippe Motel Copiosae charitatis 8 376 
Motet Ecce panis Angelorum; 11: Bone 8 376 
Pastor 
Motet In convertendo Dominus 8 377 
Motet Justitiae Domini 12 377 
Motet Procedens Jesus 8 377 
Motet Vidi turbarn magnam 8 404 
Dufon, Jean Motet Benedicam Dominum 8 376 
Motet Confitebor tibi Domine 8 402 
Motet Ecce sacerdos magnus 8 403 
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Mass Missa Un jour I'amant et I'amie 8 Based on Lassus [chanson 8v] 377 
Responsory V Omnes de Sabba venient 8 377 
Dupon, Nicolas Motet Ego flos campi 8 377 
Motet Suscipe verbum 8 404 
Duzid Carlos, Jolo Psalm 116 Laudate Dominum omnes gentes, 8 427 
Mode VI 
Mass Missa primi toni, Mode 1 8 448 
Egidio, Fr. Psalm 112 Laudate pueri Dominum, Mode VIII 8 417 
Motet Versa est in lucturn a 455 
Escobar, Fr. JoAo de Motet Angelus testamenti 8 460 
Lesson Il Taedet animam meam 8 385 
EstAcio Ant6nio Lesson I Parce mihi Domine 8 385 
Fernfindez, Alonso Psalm 109 Dixit Dominus, Mode 1 12 426 
Flaccomio, Giovanni Motet Imperum fecerunt 12 461 
Pietro 
Fogaga, Fr. Jolo Responsory III Domine quando veneris 8 385 
Lesson V Homo natus de muliere 8 384 
Mass Missa pro defunctis 8 384 
Responsory VI Ne recorderis 8 385 
Lesson I Parce mihi Domine 8 385 
Lesson Vill Pelli meae 8 385 
Lesson IV Responde mihi 8 385 
Lesson VII Spiritus meus 8 385 
Lesson II Taedet animarn meam 8 385 
Gabrieli, Andrea Concerto Jubilate Deo 10 375 
Gabrieli, Giovanni Canticle BVM Magnificat, Mode 1 8 465 
Garcia, Vicente Motet Cantate Domino canticum novum 8 443 
Psalm 116 Laudate Dominum omnes gentes, 8 395 
Mode VIII 
Garro, Francisco Psalm III Beatus vir, Mode VIII 8 426 
Psalm 109 Dixit Dominus, Mode 1 8 426 
Psalm 116 Laudate Dominum omnes gentes, 8 427 
Mode III 
Ghersem, Gdry de Sequence [Dies irae] 9 360 
Psalm 28 Afferte Domino 8 412 
Antiphon Alma Redemptoris mater 9 412 
Motet Angelus ad pastores 12 411 
[Motet] Audite et obstupescite caeli 8 360 
Antiphon Ave Regina caelorum 9 412 
[Motet] Ave sanctissima Maria 8 360 
[Motet) Beata es Virgo Maria 8 361 
[Motet] Benedicarn Dominum 8 361 
Motet Cum inducerent 8 411 
Psalm 109 Dixit Dominus, Mode 1 8 358 
Lesson III Ego vir videns 9 362 
[Motet] Elegit eum Dominum 8 361 
Motet Felix es, o sancte martyr Alberte 8 421 
Antiphon In paradisum 12 412 
Lesson III Incipit oratio 10 362 
Litany Kyrie eleison 8 361 
Psalm 121 Laetatus sum, Mode VI 8 358 
Psalm 147 Lauda Jerusalem, Mode VII 8 359 
Psalm 116 Laudate Dominum omnes gentes, 12 358 
Mode Vill 
Canticle BVM Magnificat, Mode 1 8 359 
Lesson III Manum suam 9 362 
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Psalm 50 Miscrere mei Deus 12 362 
Psalm 50 Miserere mei Deus 15 362 
Mass Missa ad honorern Sancti Ignatii et 16 one of the ch: 6 inst 360 
Francisci 
Mass Missa ferialis 9 360 
Mass Missa Oculi omnium 15 360 
Mass Missa pro defunctis 9 360 
Mass Missa sine nomine 8 360 
[Motet] Nativitas tua 8 361 
[Motet] 0 sacrurn conviviurn 8 361 
Motet 0 sacrum convivium. 9 412 
Motet Perfice gressus meus; 8 412 
Responsory III Quern vidistis pastores 8 361 
Lesson I Quomodo sedet sola 9 361 
Antiphon Salve Regina 8 361 
Suffragium Stella caeli extirpavit 8 361 
Motet Stetit Angelus 8 412 
Hymn Te Deum laudamus, 3 ch. 3 (12] 361 
Sequence Veni Sancte Spiritus 8 413 
Sequence Victimae Paschali laudes 8 361 
[Motet] Vidi turbarn magnam 8 361 
Giovanelli, Ruggiero Motet Super flurnina Babylonis 8 457 
Gomes, Gaspar Pereira [? ] Canticle BVM Magnificat (odd nos. ), Mode 11 8 465 
GonzAlez de Mendonp, Lesson I 
Fr. Ger6nimo, 
Psalm 109 
Motet 
Psalm 121 
Psalm 147 
Psalm 116 
Guarni, Vincenzo 
Hacim, Jacob 
Motet 
Canticle BVM 
Psalm 50 
Psalm 50 
Mass 
Mass 
Mass 
Lesson I 
Lesson I 
Motet 
Lesson I 
Antiphon 
Antiphon 
Antiphon 
Antiphon 
Antiphon 
Mass 
Motet 
Motet 
Motet 
Motet 
Motet 
Motet 
Motet 
De lamentatione 
Dixit Dominus, Mode I 
Hei mihi Domine 
Laetatus sum, Mode 11 
Lauda Jerusalen-4 Mode VII 
Laudate Dominum qmnes gentes, 
Mode VIII 
Libera me Domine 
Magnificat, Mode IV 
Miserere mei Deus, Mode V 
Miserere mei Deus, Mode V (3 ch) 
Missa Dixit Dominus 
Missa Lauda 
Missa pro defunctis 
Parce mihi Domine 
Parce mihi Domine 
Quae est ista, 8v & solo 
Quomodo sedet sola, Mode IV 
Regina caeli laetare 
Salve Regina 
Salve Regina 
Salve Regina 
Salve Regina, solo w/2ch. 
Missa Penando sta il cuor mio 
Cantate Domino 
Cantate Domino 
Caro mea vere est cibus; 
Decantabat populus 
Domine Deus meus 
Ego enim accepi a Domino 
Emitte Spiriturn tuum 
12 one of the ch.: solo+3inst 392 
8 425 
8 384 
9 417 
8 417 
[81 427 
8 384 
8 In major proportion 67 
8 391 
3 12 391 
[8] 450 
8 388 
8 384 
8 385 
8 "de tiples" 385 
US 8v & sdo 382 
8 392 
a 383 
8 382 
8 Me dpws" 382 
8 382 
2 [8] 382 
12 389 
12 390 
22 390 
12 389 
12 390 
12 390 
12 390 
8 390 
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Motet In dedicatione templi; 11: Sacerdotes 12 390 
autern 
Canticle BVM Magnificat, Mode 11 12 Based on Amor io sento un Tespirar 391 
Canticle BVM Magnificat, Mode 111 12 In major proportion 390 
Canticle BVM Magnificat, Mode VI 12 391 
Canticle BVM Magnificat, Mode VIII 12 391 
Motet Maria Magdalene; II: Et valde, magne 12 390 
Mass Missa Quern vidistis 12 389 
Canticle of Simeon Nunc dimittis, Mode 11 12 390 
Motet Sic Deus dilexit mundurn 12 390 
Hayet, Jacob Motet Gentilis Indiae cultor 8 461 
Motet Cantabo, altissimo 12 443 
Motet Gaudcamus in hoc solemni die 8 442 
Motet Jubilate Deo 12 443 
Motet Jubilate Deo omnis terra 8 442 
Litany Kyrie eleison 8 383 
Mass Missa secundi toni 10 (w/2 A) 389 
H61c, Georges de la Mass Missa Unjour ramant et Famie 8 407 
Mass Missa Un. jour I'amant et ramie 8 464 
Hennin, Claude de Motet Jubilate Deo 12 456 
Ingegneri, MarcAntonio Motet Ante thronurn Dei 9 460 
Jal6n, Luis Bernardo Psalm 116 
Jesus, Fr. Ant6nio de 
Kindt, Matthias 
Lassus, Roland de 
Le Maistre, [Mateo 
Romero? ] 
Le Roy, [Bartolomeo] 
Lef6bure, Laurent 
Leoni, Leone 
Limido, Stefano 
Lobo de Boýa, Alonso 
Lobo, Duarte 
Psalm 109 
Mass 
Mass 
Mass 
Mass 
Motet 
Mass 
Mass 
Laudate Dominurn omnes gentes, 
Mode VI 
Dixit Dominus. Mode I 
Missa primi toni 
Missa sobre urn baile frances = on a 
French dance 
Missa Spiritus meus 
Missa Surge propera 
Inter vestibulum 
Missa Verburn bonurn 
Missa 
8 
8 
10 
12 
8 
8 
12 
8 
8 
427 
426 
447 
448 
448 
448 
452 
465 
464 
Mass Missa 8 449 
Mass Missa Adoma thalamun tuum 8 450 
Mass Missa Laudate pueri 12 389 
Motet Ego dormio 8 468 
Motet Assumpta est Maria 12 386 
Psalm IV Cum invocarem 14 386 
Psalm 30 In te Don-dne speravi 12 386 
Psalm 150 Laudate Dominum in sanctis ejus 8 387 
Psalm 146 Laudate Dominum quoniam bonus 8 387 
Canticle BVM Magnificat, Mode 111 9 386 
Canticle BVM Magnificatý Mode VIII 16 386 
Psalm 50 Miscrer mei Deus 11 387 
Mass Missa octavi toni 12 386 
Mass Missa septimi toni 16 386 
Mass Missa tertii toni 8 386 
Motet Montes et colles 8 386 
Canticle of Simeon Nunc dimittis 11 387 
Psalm 50 Miserere, 3 ch 3 12 395 
Psalm 110 Confitebor, Mode 11 "por bmol" 8 459 
Psalm 115 Credidi, Mode IV, 4&8v. 8 459 
Psalm 109 Dixit Dominus, Mode I "por bmol" 8 458 
Psalm 109 Dixit Dominus, Mode I "por bmol" 8 458 
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Psalm 147 Lauda Jerusalem, Mode VI 8 459 
Sequence Lauda Sion Salvatorern 8 449 
Psalm 112 Laudate pucri, Mode 111 8 459 
Canticle BVM Magnif icat, Mode I (odd n) "por 8 459 
bmol" 
Mass Missa Pastor divino 8 448 
Mass Missa Tirsi morir volea 8 448 
Lesson VI Quis mihi 9 449 
Lesson VII Spiritus meus 8 449 
Sequence Veni sancte Spiritus 8 449 
L6pcz: de Velasco, Responsory I Credo quod Redemptor meus 8 385 
SebastiAn 
Luzio, Fr. Pedro da. Psalm III Beatus vir, Mode IV, 8 427 
Fonseca 
Psalm 109 Dixit Dominus, Mode 1 8 426 
Psalm 109 Dixit Dominus, Mode 1 8 426 
Psalm 121 Laetatus sum, Mode 11 9 417 
Psalm 147 Lauda Jerusalem, Mode VI 12 416-7 
Psalm 116 Laudate Dominurn omnes gentes, 181 427 
Mode VII 
Psalm 112 Laudate pueri Dominum, Mode VIII 8 417 
Canticle BVM Magnificat, Mode VII 8 417 
Mass Missa Gaudeamus omnes 8 450 
Lesson I Parce mihi Dornine 8 385 
Machado, Manuel Antiphon Salve Regina 8 383 
Magalhles, Filipe de Mass Missa secundi toni 8 450 
Marenzio, Luca Motet Laudate Dominurn in sanctis ejus (Part 
1) 
12 457 
Canticle BVM Magnificat, Mode Vill 8 465 
Martinez Velez, Pedro Mass Missa [Sancti Angeli? ] 9 (solo+org w/2 ch. ) "sobre o canto chlo dos 384 
Anjos" 
Mass Missa pro defunctis 8 383 
Mendes, Manuel Lesson IV Responde mihi 8 385 
Messaus, Guillaume van Mass Missa Allegra 8 394 
Mass Missa Bataille de Marignan 9 Based on Janequin 394 
Mass Missa Paschalis 12 389 
Mass Missa secundi toni 13 459 
Mass Missa Victoria 8 394 
Monte Mayor, Fr. Melchor Psalm III Beatus vir, Mode 11 8 426 
de 
Psalm 109 Dixit Dominus, Mode VI 8 426 
Motet In vasta illa solitudine 8 442 
Psalm 116 Laudate Dominurn onines gentes, 8 427 
Mode 11 
Canticle BVM Magnificat, Mode 1 8 417 
Canticle BVM Magnificatý Mode 11 8 417 
Canticle BVM Magnificat, Mode VIII 8 417 
Mass Missa Laudate Dominurn in sanctis 8 447 
ejus 
Morago, Estebin L6pez Antiphon Salve Regina 8 469 
Mortaro, Antonio Canticle BVM Magnificat, Mode VI 8 465 
Munninckx, Guillaume Mass Missa Esperanza tardia 12 388 
Mass Missa tertii toni 16 388 
Nunes, Josi Mass Missa Jubilate Deo 12 Listed among the prints 136 
Oliveira, Ant6nio Lesson IV Responde mihi 8 385 
Patiflo, Carlos Canticle BVM Magnificat, Mode VI 8 396 
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Mass Missa Labyrinthi 8 Based of Rogicr. chanson 0 nuitjalouse 396 
nuit 
Mass Missa Laudate Dominum ornnes 12 Based on M. Romero: Domine quando 396 
gentes veniris, 4v 
Mass Missa Vidi turbant magnarn 8 Based on Ghersem motet 8v 396 
Antiphon Regina caeli 8 393 
Peralta Escudero, Canticle BVM Magnificat, Mode 1 12 395 
Bernardo de 
P6rez, Juan Gines Motet Quac est ista quae ascendit 8 469 
Pcriatiez, Pedro Mass Missa Bataille de Marignan 8 Based on Jancquin 450 
Philips, Peter Motet Hodie concepta est 8 381 
Pinheiro, Fr. JoAo Mass Missa Ave Regina caelorum 12 459 
Pinheiro, Joao Gomes Motet Non intrcs in judicium 8 455 
Pontac, Diego de Psalm 109 Dixit Dominus, Mode 111 10 416 
Choral response Dominc ad ajuvandurn 10 Choral response to the verse Deus in 416 
adjutoriurn 
Pottelet, Franz Mass Missa 8 In major proportion 389 
Mass Missa secundi toni 9 389 
Pouslo, Fr. Manuel Mass Missa pro dcfunctis 8 384 
Antiphon Salve Regina 8 382 
Praetorius, Hieronymus Canticle BVM Magnificat (even ri*), Mode 11 8 466 
Canticle BVM Magnificat (even n*), Mode VI 8 466 
Canticle BVM Magnificat (even h*), Mode VIII 8 466 
Canticle BVM Magnificat, Mode 1 8 465 
Pujol, Juan Pablo Psalm 109 Dixit Dominus, Mode 1 8 426 
Motet Exsultatejusti in Domino 8 442 
Motet Jubilate Dco 8 443 
Canticle BVM Magnificat, Mode VI 8 417 
Antiphon Regina caeli laetare 8 383 
Rebelo, Manuel Antiphon Ave Regina caelorum 8 382 
Psalm 50 Miscrere mei Deus, Mode IV, 3ch 3 12 391 
Mass Missa primi toni 12 450 
Motet Omncs gentes plaudite manibus 8 443 
Lesson I Quomodo sedet sola 8 392 
Reiner, Jacob Mass Missa Stephanus plenus gratia 8 464 
Reis, Gaspar dos Psalm 109 Dixit Dominus, Mode V 12 426 
Rogier, Philippe Motet Domine Dominus noster 12 372 
Motet Domine ostende nobis pattern 8 372 
Motet In illo tempore accesserunt ad Jesurn 8 371 
Motet Levavi oculos meos 8 372 
Canticle BVM Magnificat, Mode 1 12 (W/inst) 372 
Canticle BVM Magnificat, Mode Vill 13 372 
Mass Missa Cantemus Domino 12 372 
Mass Missa Domine in virtute tua 8 Based on a Motet by Palestrina 372 
Motet 0 Domine Jesu Christe adoro te in 8 373 
sepulcro positurn 
Motet 0 Domine Jesu Christe adoro te 12 373 
resurgentem a mortuis 
Motet 0 Domine Jesu Christe Pastor bone 16 373 
Motet Oculi omnium 10 372 
Antiphon Salve Regina 8 372 
Responsory Vill Verbunt caro 12 372 
Responsory Vill Videntes stellarn 12 372 
Romero, Mateo Motet Ave verum corpus naturn 8 402 
Psalm III Beatus vir, Mode VI 12 358 
Psalm 4 Cum invocare, Mode Vill 8 358 
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Psalm 116 Laudate Dominum onmes gentes, 12 358 
Mode III 
Canticle BVM Magnificat, Mode 1 8 In minor proportion 359 
Canticle BVM Magnificat, Mode IV 9 One of the ch.: solo+4inst 359 
Canticle BVM Magnificat, Mode VII 8 359 
Canticle BVM Magnificat, Mode VIII 8 359 
Mass Missa Bataille de Marignan 8 Based on Janequin 374 
Mass Missa Jubilate Deo 10 Based on A. Gabrieli (Concerto 375 
ecclesiastico 
Mass Missa pro defunctis 8 375 
Mass Missa Qui habitat 8 Based on Rosmarin Psalm 375 
Mass Missa Un jour I'amant et I'amie 8 Based on Lassus Chanson 8v 377 
Responsory III Quern vidistis pastores 9 377 
Psalm 90 Qui habitabit, Mode VIII 8 359 
Antiphon Salve Regina 8 377 
Saldanha, Gongalo Psalm III Beatus vir, Mode 111 8 416 
Mendes 
Psalm III Beatus vir, Mode IV 8 426 
Lesson I Cogitavit Dominus 8 392 
Psalm 115 Credidi propter quod locutus surn, 8 416 
Mode Vill 
Psalm 147 Lauda Jerusalem, Mode VIII 8 417 
Psalm 50 Miserere mei Deus, Mode IV, 2 ch. 2 [8] 'ne verses in chant are for solo + hf 391 
Mass Missa 8 393 
Mass Missa 8 393 
Mass Missa Ave Maria 8 393 
Mass Missa secundi toni 8 393 
Mass Missa Ut, re mi fa sot la 8 393 
Lesson I Parce rnihi Domine 8 385 
Lesson I Quomodo sedet sola 8 392 
Sinchez, Fr. Pldcido Motet Cantate Domino canticurn novurn 8 456 
Alleluia/Mass Alleluia (w/verse) 8 435 
Responsory IV Amicus meus 8 432 
Responsory VI Animarn mearn 8 432 
Psalm III Beatus vir, Mode Vill 10 433 
Introit Benedicta sit Sancta Trinitas 8 May also be used as a Motet 435 
Responsory IX Caligaverunt 8 432 
Motet Conceptio tua 8 447 
Psalm 4 Cum invocarem 12 414 
Psalm 109 Dixit Dominus 8 447 
Motet Domine est terra 8 447 
Motet Domine est terra; 11: Attolite portas 8 413 
Motet Domine quis habitat 9 solo +2 ch 435 
Motet Duo seraphim, 4 ch 4 [16] one of the ch.: solo +4 inst 414 
Responsory III Ecce vidimus 8 432 
Lesson III Ego vir videns 12 ch. 1: solo +3 inst; ch. 11: 2v +2 inst 415 
Responsory VII Erarn quasi agnus 8 432 
Responsory Vill Jesum tradidit impius 8 432 
Responsory V Judas mercator 8 432 
Psalm 121 Laetatus sum, Mode IV 8 414 
Psalm 145 Lauda anima mea Dominum 12 434 
Psalm 147 Lauda Jerusalem, Mode VII 8 414 
Psalm 116 Laudate Dominum onmes gentes, 8 414 
Mode III 
Psalm 116 Laudate Dominurn onmes gentes, 8 414 
Mode VI 
Canticle BVM Magnificat, Mode 11 8 415 
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Canticle BVM Magnificat, Mode IV 9 447 
Mass Missa Bataille de Marignan 8 Based on Janequin 413 
Mass Missa Benedicarn Dominurn 8 447 
Mass Missa Ego flos campi 8 Based on N. Dupont motet 8v 413 
Mass Missa septimi toni 8 447 
Motet Nativitas Sancti Joannis 8 435 
Motet Quam dilecta 8 414 
Lesson I Quomodo sedet sola, Mode VII 8 415 
Antiphon Regina caeli 8 415 
Antiphon Salve Regina 8 415 
Antiphon Salve Regina 16 433 
Antiphon Ave Regina caelorum, 2 ch 2 [8] 415 
Responsory IX Seniores populi 8 432 
Responsory (or Si quaeris miracula 8 415 
motet) 
Responsory IV Tamquarn ad latronem 8 432 
Responsory V Tenebrae factae sunt 8 432 
Responsory VII Tradiderunt me 8 432 
Responsoryll Tristis et anima mea 8 432 
Responsory Vill Una hora non potuistis 8 432 
Responsory VI Unus ex discipulis meis 8 432 
Responsory IT Velurn templi 8 432 
Sequence Victimae Paschalis 8 435 
Responsory III Vinea mea 8 432 
Talesio, Pedro Motet Jam de sornno 8 452 
Tavares, Manuel de Motet Salvator mundi salva nos 8 439 
Motet Beatus; est et bene tibi erit 8 438 
Psalm III Beatus vir, Mode 11 11 428 
Psalm 115 Credidi, Mode 111 11 428 
Motet Cum sublevasset 11 438 
Psalm 109 Dixit Dominus, Mode 1 10 428 
Psalm 109 Dixit Dominus, Mode Vill 14 428 
Motet Ego ex ore altissimi prodi 8 438 
Motet Facturn est silentiurn in Caelo 8 439 
Motet Isti sunt triumphatores 10 ch. 1: solo +2 inst 439 
Psalm 121 Laetatus sum, Mode VI 12 ch. IT: solo +3 inst 428 
Psalm 147 Lauda Jerusalem Dorninum, Mode IT 11 428 
Psalm 147 Lauda Jerusalem Dominum, Mode 8 428 
Vill 
Psalm 116 Laudate Dorninurn ornnes gentes, 8 429 
Mode VI 
Psalm 116 Laudate Dominum omnes gentes, 8 429 
Mode Vill 
Motet Laudate pueri Dominum 10 439 
Canticle BVM Magnificat, Mode 1 10 429 
Canticle BVM Magnificat, Mode 111 8 429 
Canticle BVM Magnificat, Mode VI 8 429 
Canticle BVM Magnificat, Mode Vill 8 429 
Mass Missa Ave Virgo sanctissima 8 428 
Mass Missa Isti sunt triunphatores 12 428 
Mass Missa Laudate Dominum in sanctis 8 428 
ejus 
Motet 0 Crux splendidior 8 439 
Motet 0 Doctor optime 8 439 
Motet Ornnes gentes plaudite manibus 8 439 
Antiphon Regina caeli 8 440 
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Antiphon Salve Regina 8 440 
Motet Surge pr6pera amica mea 8 440 
Lesson 11 Taedet animarn mearn vitae meae 8 440 
Motet Veni in ortun meum 8 429 
Theodoricus Canticle BVM Magnificat (even n*), Mode 1 8 466 
Tresti, Flaminio Motet Vulnerasti cor meum 8 470 
Turlur, Englebert Motet Amavit cum Dominus; 11 Induit cum 8 409 
Dominus 
Motet Beati omnes; 11: Ecce sit benedicitur 8 409 
Psalm III Beatus vir, Mode VI 8 358 
Lesson I Cogitavit Dominus 181 359 
Motet Cum natus esset Jesus 8 409 
Motet Descendit Angelus; 11: Iste puer 8 409 
Psalm 109 Dixit Dominus, Mode 1 8 358 
Motet Haec dies 8 409 
Psalm 116 Laudate Dominurn onmes gentes, 8 359 
Mode VI 
Canticle BVM Magnificat (even n'), Mode 1 8 466 
Canticle BVM Magnificat, Mode 1 8 359 
Lesson I Misericordiae Domini 8 359 
Motet Postquam consummati sunt 8 410 
Lesson I Quornodo sedest sola 8 359 
Motet Salutant inter se 8 410 
Antiphon Salve Regina 8 410 
Motet Voce mea ad Dominurn 8 410 
Val, Joannes Mass Missa Stabat Mater dolorosa 8 464 
Vecchi, Orazio Motet Ego dilectus meus 8 468 
Vermeja, Juan de la Psalm 109 Dixit Dominus, Mode 1 8 425 
Canticle BVM Magnificat, Mode VII 8 417 
Canticle BVM Magnificat, Mode 111 8 465 
Vicente, Jer6nimo Mass Missa primi toni 9 solo +2 ch. 459 
Victoria, Tomids Luis de Psalm 50 Miserere mei Deus, Mode IV, 2 ch 28 391 
Mass Missa Alma Redemptor 8 Same as in the printed Missae, Magnificat, 450 
Motecta, Psahni (Madrid, 1600) 
Mass Missa Ave Regina caelorurn 8 Same as in the printed Missae, Magnificatý 449 
Motecta, Psalmi (Madrid, 1600) 
Vieira, Ant6nio Psalm III Beatus vir, Mode 1 12 426 
Psalm 109 Dixit Dominus, Mode 1 8 w/inst. and solos 425-6 
Psalm 50 Miserere mei Deus, Mode VIII 8 391 
Mass Missa quarti toni 8 450 
Vilhalva, Ant6nio Mass Missa quarti toni 8 448 
Rodrigues 
Appendix 4 
Polychoral manuscript works referenced from other 
Portuguese sources 
This appendix contains three tables of Iberian manuscripts of polychoral. works not 
included in the catalogue of the library of Joao IV but referred to in other Portuguese 
sources, namely: a manuscript collection compiled in the 1680s by Francisco da Cruz, 
a Jesuit priest, and containing biographies of Portuguese composers; the book EI-Rey 
D. Jodo o 4" (1900) by Joaquim de Vasconcelos and containing several letters and 
memorandum exchanged by Jodo IV; and Bibliotheca Lusitana (1759) published by 
Diogo Barbosa Machado, Abbot of Santo AdriAo de Sever (and also a Royal 
Academician), and containing biographies and biographical information on the main 
Portuguese literary and musical authors. These sources are described in section VA 
(The Supplementary List) of Nery's dissertation The Music Manuscripts in the 
Library of King D. Jodo IV ofPortugal, pp. 336-342. The works contained in the first 
two tables are mentioned in Chapter VII of that dissertation. The works contained in 
the last table are mentioned in Nery's book A Mýsica no Ciclo da "Bibiotheca 
Lusitana ". 
The last column of the tables contains the references of the respective sources. 
FC stands for Francisco da Cruz and DBM stands for Diogo Barbosa Machado. 
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Individual works 
Composer Genre Work Ch vv Reference 
Cruz, Filipe da Mass Missa Que raz6n podeis 10 Nery-1984, p. 83 (FC) 
vos tener para no me querer 
Milheiro, Ant6nio Mass 
Patifio, Carlos Psalm 109 
Psalm 30 
Psalm 121 
Psalm 116 
Canticle 
BVM 
Mass 
Mass 
Mass 
Antiphon 
Pereira, Marcos Soares Responsory 
Rebelo, Jodo Lourengo 
Calcnd 
Calcnd 
Calend 
Canticle 
BVM 
Mass 
Psalm 90 
Hymn 
Mass 
Antiphon 
Hymn 
Sequence 
Sequence 
Missa pro Defunctis 
Dixit Dominus, Mode I 
In te Domine speravi 
Lactatus sum, Mode VIII 
Laudate Dominum 
Magnificat, Mode IV 
Missa polychoral 
Missa Benedicam 
Dornýinum (including I 
Ch with A+3 inst) 
Missa Vidi turbam magnam 7 
Salva nos 
Responsory II for 
Immaculate Conception 
Calend (unspecified) 
Calend (unspecified) 
Calend (unspecified) 
Magnificat, Mode IV 
Missa 
Qui babitat 
Te Deum 
Missa pro Defunctis 
Regina caeli 
Te Deum 
Victimae paschali 
Victimae paschali 
8 Nery-1984, p. 175 (FC) 
8 Vasconcelos-1900, p. 91 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
II Vasconcelos- 1900, p. 91 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
8 Vasconcelos-1900, p. 5 and 
113 (letters from D. Joao IV to 
Fr. Bartolom6 de la Cruz) 
12 Vasconcelos- 1900, p. II 
(letters from D. Joao IV to Fr. 
Bartolom6 de la Cruz) 
8 Vasconcelos- 1900, p. 11 
(letters from D. Joao IV to Fr. 
Bartolom6 de la Cruz) 
? Vasconcelos- 1900, p. 96 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
16 Vasconcelos-1900, p. 96 
(memorandum from D. Joao IV 
to the Marquis of Nisa) Based 
on a work by Gbersem, G6ry 
Vasconcelos-1900, p. 91 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
8 Vasconcelos- 1900, p. 91 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
8 Nery-1984, p. 190 (FQ 
8 Ncry-1984, p. 190(FC) 
8 Nery- 1984, p. 190 (FC) 
8 Nery-1984, p. 190(FC) 
12 Nery-1984, p. 190 (FC) 
12 Nery- 1984, p. 190 (FC) 
8 Nery- 1984, p. 190 (FC) 
12 Nery- 1984, p. 190 (FC) 
12 Nery- 1984, p. 198 (FC); see 
also Vasconcelos- 1900, p 14 
(letter from D. Joao IV to Fr. 
Bartolom6 de la Cruz) 
8 Nery-1984, p. 198 (FC) 
9 Nery-1984, p. 198 (FC) 
8 Nery-1984, p. 198 (FC). 
8 Nery- 1984, p. 198 (FC). 
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Romero, Mateo Motet unspecified 8 Vasconcelos-1900, p. 82 
(memorandum from D. Joao IV 
to the Marquis of Nisa) 
Motet unspecified 12 Vasconcelos- 1900, p. 82 
(memorandum from D. Jodo IV 
to the Marquis of Nisa) 
Collections and General references 
Composer Genre Work Ch vv Reference 
Cruz, Filipe da Psalm Polychoral. psalms for Nery-1984, p. 83 (FC) 
Vespers and Compline 
Fogaga, Fr. Jo5o Lamentations Lamentations for 8v 8 Nery-1984, p. 86 (FC) 
Pereira, Marcos Soares Psalms 8 Psalms for Vespers (2 for Nery- 1984, p. 190 (FC) 
8v.; I for I Iv.; 5 for 12 v. ) 
Psalms 
Motets 
Lessons 
Rebelo, Joao Lourengo Masses 
Psalms 
Lessons 
Motets 
2 Psalms for Compline for 8 Nery-1984, p. 190(FC) 
8v 
5 Motets (I for 4v.; 2 for 5 12 Nery- 1984, p. 190 (FC) 
v.; 2 for 12 v. ) 
9 Lessons for the Office of Nery-1984, p. 190 (FC) 
the Dead (8 for 8v.; I for 
l6v. ) 
6 Polychoral Masses (I for Nery-1984, p. 198 (FC); see 
8v.; 2 for lOv.; I for 12v.; I also Vasconcelos- 1900, p 14 
for 17v.; I for 20v. ) 
Psalms for Vespers and Vasconcelos- 1900, p 14 
Compline for various 
numbers of choirs and 
voices 
4 Lessons for the Office of Nery- 1984, p. 198 (FC) 
the Dead (2 for 8v.; I for 
9v.; I for 12v. ) 
Several motets for 3,4,5, Nery-1984, p. 198 (FC) 
6,8 and 9 v.; 2 motets for 
12v. and 2 for l6v. 
Other polychoral works mentioned in A M4sica no Ciclo da "Bibliotheca Lusitana " 
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Belem, Fr. Ant6nio de Psalms for 4 to 6 choirs; masses for 4,6 Nery- 1984, pp. 51-2 (DBM) 
and 8 vv; Miserere for 3 choirs; Pro 
defiictis lessnn%. 4 and Rvv- 
Cameiro, Fr. Manoel Responsories and lessons for Matins for Nery-1984, p. 58 (DBM) 
two choirs; responories for Matins of 
Easter, two choirs; Pro defunctis lesson 
for two choirs; 
Costa, Fr. Andr6 da Masses for several choirs; Confitbor tibi, Nery-1984, p. 68 (DBM) 
12vv; Compline for 8vv; Ladainha for 
Our Lady, 8vv; responsories for the Holy 
Week, 8vv; 
Costa, Sebastia6 da Psalms for Compline, 8vv; mass 8vv; two Nery-1984, pp. 71-2 (DBM) 
Pro defunctis lessons, 4 and 8vv; Miserere 
8vv; 
Cruz, Fr. Filipe da Masses, 10 vv; psalms for Vespers and Nery-1984, pp. 834 (DBM) 
Compline for several choirs 
Fonseca, Nicolao da Mass 16vv Nery-1984, p. 98 (DBM) 
Frouvo, Joao Alvares Two masses for several choirs; mass for Nery-1984, p. 136 (DBM) 
16vv; two psalms 8vv; Vespers psalms 
for 8,10 and 12vv; Compline psalms for 
20vv; Christmas responsories for 8vv; 
Invitatory for the Office of the Dead, 8vv; 
responsories for the Office of the Dead, 
8vv, 12vv, 16vv, 17vv; Miserere, 16vv; 
Jesus, Fr. Ant6nio de Dixit Dominus, 12vv Nery-1984, p. 101 (DBM) 
Joao IV Dixit Dominus and Laudate Dorninurn Nery- 1984, p. 147 (DBM) 
omnes gentes, 8vv 
Leal, Fr. Miguel Mass for 9 choirs Nery- 1984, p. 149 (DBM) 
Lesbio, Ant6nio Marques Dixit Dominus, 8vv; three Miserere, 8vv; Nery- 1984, p. 153 (DBM) 
lamentations, 12vv; Alma redemptoris 
mater, 8vv; Salve regina, 8vv; 
responsories for the office of the dead, 
Rvv. qnd I? vv 
Madre de Deus, Fr. Matins for Holy week, 8vv; two Miserere Nery-1984, p. 159 (DBM) 
Ant6nin da for 3choirs- 
Melgas, Diogo Dias Mass for two choirs; sequences for two Nery- 1984, p. 167 (DBM) 
choirs; lamentations for two choirs; 
Miserere, 8vv, 12vv; Vespers psalms, 
8vv, 12vv; Compline psalms and Nunc 
dimitis for two choirs; Christmas 
responsorics for two choirs; motets, 8vv; 
hymns and antiphons for several feasts, 
RVV- 
Rebelo, Joao Lourengo Mass 39vv (present for Joao IV 39th Nery-1984, p. 200 (DBM) 
birthday) 
Valladolid, Francisco de Masses, 6vv, 8vv, 14vv; Vespers and Nery-1984, p. 230 (DBM) 
Compline psalms, 8vv; Ladainha of Our 
Lady, 8vv, 12vv; motets, 3vv, 4vv, 7vv, 
8vv; 
Vieira, Antonio Mass, 12vv; Miserere, 8vv; Lauda Nery-1984, pp. 231-2 (DBM) 
Jerusalem, 9vv; 
Vieira, Fr. Ant6nio Masses, psalms and hymns, 8vv; Nery-1984, p. 232 (DBM) 
Appendix 5 
Francisco Garro: bassus-parts motion 
This appendix contains a representative set of examples of bassus-parts motion among 
Garro's works. The included works are the following: 
Missa Cantate Domino, 8vv (SATB-SATB) 
Kyrie 
Credo 
Agnus Dei 
Missa Fili quidfecisti nobis, 8vv (SSAT-SATB) 
Gloria 
Agnus Dei 
Missa Domine in viertute tua, 12vv (SATB-SATB-SATB) 
Kyrie 
Gloria 
Sanctus 
Agnus Dei 
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Appendix 6 
Francisco Garro: text division and choir dialogue 
This appendix contains all the texts used in Garro's works listed in Chapter 1. The 
main objective of the appendix is to provide a clear picture of the use of choir 
exchange and tutti sections throughout the pieces. The texts are written according to 
the following conventions: 
-vertical slashes indicate musical divisions which correspond to choir 
exchanges, 
- capital letters indicate tutti (in Missa Domine in virtute tua small capital letters 
indicate tutti for two choirs). 
- underlining indicates antiphonal repetition, 
- capital letters and underlining indicates that, the text is first sung by a single 
choir and then repeated tutti, 
-a broken underline indicates that the text repetition by a tutti is anticipated by 
partially overlapping the single-choir statement, 
-a3 or aC over the text indicates triple or duple time respectively. Mensuration 
signs and proportions are indicated in the effitions (Volume II). 
- an horizontal slash indicates a rest in all parts. 
- italic text indicates reduced voice sections. 
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MISSA CANTA TE DOMINO 
Kyrie 
Kyrie eleison Kyrie eleison (4 x) 
Christe eleison (3 x) II Christe eleison (3 x) I 
3c 
Kyrie elcison (5 x) I Kyi qý. AUj5. QN 
Gloria 
Et in terra pax hominibus I bonae voluntatis. 1 Laudamus te. 1 Benedicimus te. I Adommus te. 1 Glorificamus te. 1 I 
13C 
-12roptermagnamIgIoriarntua .1 
Doming Deus Rex caelestis, I Deus Pa ornnipotens. I Doming Fili unigenite, 
I JESU CUMSTE. 1 
- Domine Deus agnus Dei, 
I Filius Patris. 1 Qui tollis peccata mundi, 
I SUSCIP I del2recationern nostram. 1 Oui sedes ad dexteram Patris 
3C 
mis ere nobis. 
I Quoniam tu solus Sanctus. I Tu solus Dominus. JESU CHRISTE 1 
3C 
Cu SanctoSpiritu, linploriaDeiPatris. Am -AMEN 
11 
Credo 
Patrem omnipotentem, I factorem caeli et tcrrae, I visibilium offmium, I et invisibilium. I Et inum Dominum Jesum Christum, 
Filium Dei I unigenitum I Et ex Patre natum I ANTE OMNIA SAECULA. 1 Deum de Deo I lumen de lumine, I Deum verum I DE DEO VERO. 1 
Genitum, non factum, l consubstantialem Patri: 112er gucm oninia facta su .1 
Qui propter I nos homines, I et propter I nostram salutem I P9jqEtgjIT-LP, S. 11 g f, LEI g 
Et incamatus est I pp, $pjM[V. 5. ANg. Q ex Maria virvine, I gT. jIQMQX6. qN$Xg. j I 
Crucifixus etiam pro nobis, I sub pontio Pilato: I passus, et sepultus esd 
Et resurrexit I tertiae die, I secundum Scripturas. 1 Et ascendit in caelum: I Lqdgd ad dcxteram Patris. 1 
Et iterum venturus est I cum gloria, judicare I. YyK%kE[M. Q&jV. Q5: I- cujus regni 
Et in Spiriturn I Sanctum Dominum, I et vivificantem: I qui ex Patre, Filioque procedid Qui cum Patre et Filio I simul adoratur I 
et conglorificatur: I qui locutus est per Prophetas. I Et unam sanctarn catholicarn I et apostolicam ecclesiam. 1 Confiteor unum baptisma 
in remissionern peccatorum. 1 ELml2ecto resuiTectionem mortuorum. I ET VITAM VENTURI SAECULL AMEN, - AMEN. 
1 I 
Sanctus 
Sanctusj Sanctud Sanctus I 
Dominus Deus Sabaoth. I. Pleni sunt caeli et terra (2 X) I kwnu -r, 
&4LjJ; T. TE gloria tua (3 Xý gjýQ&IA TVA. 1 
3 
. Hosanna in excelsis (3 x) I Hosanna I IN EXCELSIS c 
- Benedictus qui venit I in nomine Domini (4 x) I IN NOMINE DOMINI I 
Hosanna in excelsis (3 x) I HOSANNA IN EXCELSIS II 
Agnus Del 
Agnus Dei 1 qui tollis peccata mundi (3 x) 1 miserere nobis (3 x) 1 bli$gR«FMIMQAýql 
- Agnus Dei 
1 qui tollis peccata mundi (3 x) 1 miserere nobis (2 x) 1 wqupxRr 
3 
Agnus Dei 1 gui tollis 12cccata rnundi 1 dona nobis pacem (2 X) 1 DONANOBIS PACEM 11 
Alleluia 
3 
Alleluia (19 bars) I Alleluia (7x JALLELUIA11 
c 
Tonto tepnpore vobiscum sum. et non cognovistis me? Philipe qui videt meý videt et Palrem meum I VIDET ET PATREM MEU 
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AIISSA FILI Q IIID FECISTI NOBIS SIC 
Kyrie 
Kyrie cleison I Kyrie cleison 11 
3c 
Christe cleison (3 x) II Christe eleison I 
3c 
tlj I KYRIE ELEISON Kygig jLpjs. Qb[ I Kyrie elcison I LCY&IFFýLZISQ 
Glorla 
Et in terra pax hominibus I bonae voluntatis. 1 Laudamus te. 1 Benedicimus te. 
Adoramus te. 1 Glorificamus te. 1 Gtatias agimus tibi I rp, 
Domine Deus Rex caelestis, I Deus Pater ormipotens. 1 Domine Fili unigenite, I lpi). Qj E. 1 qqT 
(4vv) Nmine Dew AgnusDL-4 MaPaois- Qtdtollispeccaamw4 -mismvm lQdlo&ypow=mn&ISUSCU, ll? jRi 
Qui sedcs ad dexteram Pattis, miscrere nobis. 1 Quoniam tu solus I Sanctus. I Tu solus I Dominus. I Tu solus I Altissimus, I jg5V. CRM$T. A 
3 
Cum Sancto Spiritu, I tN CLORIA DEI PAIPls. AMEN 
Credo 
Patrem amnipotentem, I factorem caeli et terrae, I visibilium I omnium, I et invisibilium. I Et inum Dorrdnum I JESUM CHRiSTum, 
Filium Dei unigenitum. 1 Et ex Patre natum I ante ornnia saecula. 1 Deurn de Deo, I lumen de lumine, I Deum verum de Deo vero. 1 
Genitum, non factuml consubstantialem Patri: 
Qui propter nos homines, I et propter nostram salutem I DEscFNDrr DE CAELIS. 1 I 
. 
Q. KQX"Ms. g5: [. j I (4vv) Et incarnatus est de spiritu Sanclo ex Maria virgine, if A 
Crucifixus etiam pro nobis, 
I sub pontio Pilato: 
I 
passus, et sepultus esd Et resurTexit 
I tertiae die, I SECLNDUM SCRIPTURA 
(4w)Etascendit in caelum: seddaddeuemmP; a&i& Elitenan vennowest cum glorlajudicare 
I VIVOSEr MORI=: I -cujusregni L4giWmI 
3 
Et in Spiritum Sanctum Dominum. I et vivificanten: 
I 
qui ex Patre, Filioque procedid Qui cum Patre 
I 
et Filio I simul adoratur I et conglorificatun. 
qui locutus est PER PROP .1 
Et unam sanctarn I CNM. QjlQA. M 
I et apostolicam occlesiam. 
1 Confiteor I unum baptisma I in rernissionern peccatonunJ 
EtCXS12CCt IRESURRECTIONE? 4MORTUORUM. lEtVitamventurisaeculilETVITAmYENTURISAECULI. AMEN. 11 
Sanctus 
Sanctus, l Sanctusj SANCTUS 
Dominus Deus Sabaoth. ftýNj &Ioria tua 
3 
Hosanna in excelsis (3 x) I Ji. Q$&NN& Itj FACýLAkq I Hosanna in excelsis I HOSANNA IN EXCELSIS 
C (4vv) 
Benediclus qui venit in nomine Domini in nomine Domini 
3 
Hosanna in excelsis (4 x) I jjQsffiN& W. F, ); PZý. qL4 
Agnus Del 
Agnus Dei 1 gui tollis ]pcccata mundi 1 miserere nobis (4 X) 1 MISERERE NOBIS 11 
E JA F, 14Q9 jýJ Agnus Dei 
1 qui tollis 
3 
Agnus De! (4 x) 1 gui tollis peccata mundi 
Alleluia 
3 
Alleluia (12 bars) I Alleluia (7x) I ALLELUIA 
c 
Vidimus stellam ejus in Oriente. el venimus cum muneribus, adorare Dominum I ADORARE DomrNUM. 
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MISSA D OMINE IN VIR TUTE TUA LAE TABITUR REX 
Kyrie 
&yde elcison I KYRIE ELEISON I Kyde cleison 
Christe cleison I Christe cleison I CHIUSTE ELEISON 
- KYRIE ELEISON I KYRIE ELEISON I Kyrie cleison I F-- .yF 
Gloria 
Et in terra pax hominibus I BONAE VOLUNTATIS-1 LAUDAMUS TE. 1 Benedicimus te. I 
3 
. 
TIAS. Ar '. ]B AD RAMUS TE. 1 Glorificamus tc. l. Q. RA iI PROPTER. MAGNAM GLORLkM TUAM. 1 
C3c 
Doming Deus Rex caelestis a-I. D'. QMrNT; IM MH! Q4PjjTA, II ESU CHRIS TE. 1 I ANP 
(4vv) Domine Deus Agnus Del, Filius Patris. Qui tollis peccala mundi, miserere nobis 
. 
Q. Tjj. T. Q. LL 1 $. P E. (;. (; AIA M SUSCiRC I DEPRECATTONEM N STRAW Qui sedes QBI$. 0 ad dexteram Patris, I Rla]EUR MN- 
Ouoniam tu solus Sanctus. I Tu solus Dominus. I Tu solus I ALTISSIMUS, JESU CHRISTE 
3c 
. 
QLjM. ýAN9. TQ I IN GLORIA DEI PATRIS. AMEN - AMEN 
Credo 
Patrem ornnipotentern, I factotem caeli et terrae, I visibilium omnium, I et invisibilium I Et inum Dominum I JKVM QUR J. qTV. 
C 
LE NATUM 1 ET EX PAIR Fil um Dei uni=J antc ormia S I-P-a. Lm-zEI)EoýLLv--tE-Ni)Lw-m-NF. Lzwuwum-I Pammm. -l 3C 
Geniturn, non facturn, consubstantialem Patri: 112er guern ornnia facta sund Qui propter nos homines, 
et propter nostram salutern I DESCENDIT DE CAELIS. 1 I 
Et incamatus est I de spiritu Sancto I ex Maria virgine, IF .1 
(4w) Crucifaw etiam pro nobis, sub pontio Pilato: passus, el sepultus est. Et resurrexil terliae die. secundum Scripturas. 1 I 
Et ascendit in caclurn: I sedet ad dexteram Patris. I Et itmm venturus s. Lt I. cVmp. LQiuA, I judicare I VIVOS ET MORTUOS: I 
cuius rejzni 
3 
Et in Spiriturn I Sanctum Dominum, I et vivificantem: I qui ex Patre, Filioque procedid 
Qui cum Patre et Filio simul adoratur I et conglorificatur: I qui locutus es I P. F,. PPRQPHRTAq. 1 
c 
- Et unam sanctam catholicarn I et apostolicam ecclesiand Confiteor unum bgptisma I in ren-dssionem I PECCATORUM. 1 3c 
Et exspecto I resurrectionem I MORTUORUM. I Et vitarn venturi saeculi. Amen I ET viTAm vEN-ruiu SAECULI AMEN. - AMEN 
Sanctus 
Sanctud SanctusJ SANCTUS I 
Dominus Deus Sabaoth. I FLUILSO-T-CM. LL F. I. TE& M- I GLORIA TUA 
Hosanna in excelsis Hosanna in excelsis I HOSANNA IN EXCELSIS 
Benedictus gui venit IN NOMINE DOMINI II 
Hosanna in excelsis Hosanna in excelsis I HOSANNA IN EXCEISIS 
Agnus Del 
Agnus Dei qui tollis peccata mundi I MISERERE NOBla 
3 
Apus Dei gMijgjtiq I gui tollis peccata mundi I MISERERE NOBIS 
3c 
Agnus Dei I gui tollis I.? EQCATA. KV. Nj? j I DONA NOB S PACEM I- DONA NOBIS PACEMJ 
Alleluia 
3 
Alleluia (14 bars) I AlIclui JALLELUIAII 
c 
(4vv SSAT) Ego vos c1cgi de mundo, ut catis, et fructurn afferatis: et fructus vester magne at. I 3 
(alius versus 8vv) Assumpta est Maria in caelurn: gapdct exercitus Angeloru I gggýgT. p. cUgT 
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MISSA PRO DEFUNCTIS 
Introltus 
Requiem, AgTpMAM dona cis Domine(2x), DQNA gjQqiAM(2x): 
et lux perpetua(3X), ET LUX PERPETUA I luceat eis(Sx), 
Te decet 1 Wm tu ru et tibi reddetur vo m in Je salem: 
exaudi. QR&TIQNr. N igT. 11 ad te omnis caro 1 ygM 
Kyrie 
Kyrie eleison. I Kyrie cleison. 
Christe cleison. I Christe cleison 
K)Iie eleison. I Kyde elcison. 
Gradual 
Requiem actemam I dona eis Domine(2x), 
et lux Rerpetu I luceat cis(2x), 
(4w, ch 1) In memoria aeterna eritiUStus,, ab audilione mala non timebit. 
Tractus 
Absolve, Domine, I tMM&qPMNT .. V. M umaw 
Offertorium 
Domine Jesu Christe, I Rex gloriae, I libera animas I pmN EjpKgým I defunctorum I de poenis I mgmi, 
ne cadan q KW: et dc profundo lacu: I libera eras de ore I LEONIS, lgýk 'ý. g. q 
. 
ggtaggg in lucem sanctam: I guam oli I Abrahae PROMISISTI sed si&Liifc sanctus Michael A 
II 
Sanctus 
AI Dominus Deus Sabaoth, I rhqfl§jW -T: 
M gloria tua. Sanctus, I sanctus, smov . 
9&ýhjg 
Hossana in excelsis. 11 
(4vv, ch 1) Benediclus qui venit in nomine Domini. Hossana in excelsis. 
Agnus Del 
Agnus Dei, QUI TOLUS PECCATA MUNDI, 
Agnus Dei, qui tollis peccata mundi, I dona eis requiem(2x), DONA EIS REQUIEM. 1 I 
Agnus Dei, qui tollis peccata mundi, I pqýý&p5. mpvti; m I gmEqgmW. j I 
Communlo 5w (SSATB) 
Lux aeterna luceat eis, Domine: cum sanclis tuis in aeternum, quipius es. 
(Verse) Requiem aeternam dona eis Domine: et lux perpetua luceat eis. 
Cum sanclis luis in aeternum, quia pius es. 
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PRO DEF UNCTIS LESSONS 
PARCEMMIDOMINE 
Parce mihi, Domine N lg*. Mg ? . 4U.. jjX .I 
Quid est horno I guia magnificas eum 
Aut quid apponis erga eurn I COR TUUM? I Visitas eurn diluculo I et subito Rrobas illum 
Usqucquo non parcis rnihi nec dimittis me I UT GLUTIAM SALIVAM MEAM? 
Eeccavij quid faciam tibi o custos hominum? I 
Quare posuistis me I contrarium tibi I et factus sum mihi metipsi gravis? 
Cur non tollis Reccatum meu I et quare I non aufers I iniquitatern meam? 
ECCE NUNC I in Rulvere dormiam I ct si mane I me guaesicris I NON SUBSISTAM. 1 I 
RESPONDEMIHI 
Responde n-dhi: l quantas habeo iniquitates et peccata, I 5ghýR t& pQ Rýht r Mag-I & ý. fl AMq. &Qýji 
Cur faciern tuam abscondis I et arbitraris me inin-ftum tuum? l 
Contra folium, quod vento rapitur, I osTENDis POTENTiAm TuAM, I et stipulam siccam persequcris. 1 
Scribis enim contra me amafitudinesj et consurnere me vis I 
Posuisti in nervo pedem mcum, I et observasti omnes I Amji:, mxgA4,1 et vestigia pedum meorum considerasti: 1 
-.. &T. IN qui quasi putredo consumcndus surn, 
I et quasi vestimenturn, 9, Vppgp pqg, 
SPIRITUS MEUS 
Spiritus mcus attenuabitur, I dies mei breviabuntur, I et solum rnihi super est sepulchrum. 1 
Non peccavi, et in arnaritudinibus moratur oculos meus. 1 
LIBERA mE DomiNE, I gT. rQnMRji;: KTA i[g, I et cujusvis nmus pugnet contra me. 1 
Dies mei transierunt, I cogitationes meae dissipatac sum, I torquentes cor meurn. 1 
3c 
Noctern verterunt in diern, I et rursurn post tenebras spero lucerml 
3 
ý. qT, I et in tenebris 15 ... 
4AQM. 
c 
- Putredini dixit: I Pater meus est, I mater mea, I et sorOT mea, vermibus. 1 
llg. Mg4,1 et patientia mea 1 TU Es DomiNE DEus MEU 
. 
VV 
.C PAýAP. 4T. QIA 
Appendix 7 
Polychoral masses 
This appendix contains a table with information concerning the masses of Garro and 
Lobo edited in Volume II of this study, and a representative set of polychoral masses 
by Spanish composers and by Palestrina. 
For each mass the following information is provided: 
Composer 
Mass identification 
date - publication date for printed works 
voice comb. - voice combination 
bars - number of bars of each movement 
3T - number of bars in triple-time for each movement 
red. voice sec. - identifies the reduced-voice sections together with the 
respective voices. 
n* - number of Agnus Dei 
T- total number of bars 
3T - total number of bars in triple-time 
All the masses included (with the exception of Garro's and Lobo's) are 
referenced in the Bibliography, modem editions. 
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Appendix 8 
Pedro de Cristo : text division and choir dialogue 
This appendix contains schematic representations of the texts of Parce mihi Domine, 
the Magnificat settin& Dixit Dominus, and Sanctorum meritis by Pedro de Cristo. The 
texts are divided according to the distribution between the choirs and antiphonal 
exchange and tutti passages are identified. 
Text distribution in Parce mihi Domine 
Parce rnihi Domine; ch I- tutti 
nihil enim ch 11 
sunt dies mei. ch H- tutti 
Quid est homo, ch Il 
quia magnificas eurn? ch I 
aut quid apponis erga eurn cor tuum? ch II 
Visitas eurn diluculo, ch I 
et subito ch H- tutti 
probas illum tutti 
Usquequo non parcis mihi, ch Il 
nec dimittis me, ch I 
ut glutiarn salivam meam? ch II 
Peccavi, ch I- tutti - minim rest 
quid faciam tibi, ch II 
o custos hominurn? tutti 
Quare ch I- ch II 
posuisti me ch I 
contrariurn tibi, ch II 
et factus sum mihi ch I 
metipsi gravis? ch II 
Cur non tollis peccaturn meurn, ch I 
et quare non aufers iniquitatern meara? ch 11 
Ecce nunc ch I-> tutti 
in pulvere ch I 
dormiam: ch II - tutti 
et simane me quaesieris, ch I 
non subsistam. ch Il - tutti 
198 
Text distribution in the Magnificat setting 
1. Magnificat plainchant 
anima mea Domino ch I -* tutti 
anima mea chl - ch II - ch I 
anima mea Domino tutti 
3. Quia rexpexit ch H->tutti 
humulitatern ch I- ch II 
ancilae suae tutti 
b) ecce enim chH-chI 
ex hoc beatarn me dicent ch II - ch I 
ornnes generationes ch H- ch I- chH-ch I- tutti 
5. Et misericordia ... 4vv SSAT 
7. Deposuit ch II - tutti (twice) 
potentes ch I- ch II - ch I 
potentes de sede tutti 
b) et exaltavit ch II -eh I- (ch II - ch 1) 
et exultavit humiles ch II - tutt! 
9. Suscepit Israel ch I -> ch II 
puerum suum ch II - tutti 
b) recordatus ch II - ch I- ch II - tutti 
niisericordiae suae ch I-chII- ch I- chU- tutti 
11. Gloria Patri ch I- tutt! 
et Filio ch 1- ch II 
b) et Spiritui Sancto ch I- ch H- ch I- tutti 
199 
Text distribution in Dixit Dominus 
Text Choirs 
I. Dixit Dominus Domino meo: chl 
b) Sede ch II 
Sede a dexteris meis. tutti 
2. Donec ponarn inimicos tuos: ch I 
b) scabellurn pedurn tuorurn ch Il 
3. Virgam virtutis tuae ch I- ch II 
emittet Dominus ex Sion: ch I 
b) dominare in medio ch II 
inimicorurn tuorum ch I 
4. Tecumprincipium ch 11 
in die virtutis tuae ch I 
in splendoribus sanctorum: ch Il 
b) ex utero chI 
ante luciferurn ch Il 
genui te tutti 
5. Juravit Dominus, ch I 
et non paenitebit eum: ch II 
b) Tu es sacerdos in aetemum chI 
secundurn ordinem Melchisedech. tutti 
6. Dominus a dexteris tais: ch Il 
b) confregit in die irae suae reges. ch I 
7. Judicabit in nationibus, ch II 
implebit ruinas: ch I 
b) conquassabit capita ch II 
in terra ch I 
in terra multorum. tutti 
8. De torrente in via bibet: chI 
b) propterea ch II 
exaltabit caput. ch I- tutti 
9. Gloria Patri, et Filio: ch Il 
b) et Spiritui Sancto. chI 
IO. Sicut erat tutti 
in principio ch II 
et nunc, et semper: ch I 
b) et in saecula ch Il - ch I 
saeculorum. Amen. ch I- tutti 
200 
Text distribution in the first stanza of Sanctorum meritis 
1. Sanctorum meritis 
meritis 
inclita gaudia 
2. Pangamus socii 
gestaque fortia, 
3. Nam gliscit animus 
promere cantibus 
ch I- ch 1I -+ tutti 
tutti 
ch II - ch I 
ch II - tutti 
tutti 
ch I --> tutti 
ch II - ch I 
4. Victonun genus optimum ch II -ý tutti 
Appendix 9 
Joio Lourenqo Rebelo: text distribution and choir dialogue 
This Appendix contains schematic representations of the text distribution among 
choirs in Rebelo's Magnificat settings (1640,1652 and 1653): 
a Magnificat tone 8, (1640), 8w, SSAT-SATB 
* Magnificat tone 7, (1652), 12vv, SSAT-SATB-SATB 
o Magnificat tone 6, (1653), 8w, SSAT-SATB 
The third column gives information about texture: 'F stands for Imitative and 
'H" for Homophonic. 
202 
Magnificat tone 8- 2ch (1640) 
Intonation; plainchant for verse 10; triple-time verse 5-9; 
Bar 
1. Magnificat Intonation 
b) anima mea Dominum chi I 
5 2. Et exultavit ch2 I 
spiritus meus chi I 
b) in Deo futti overlap (ch2 - ch I) I 
salutari mec, chi - ch2 
21 3. Quia respexit chi - ch2 + SI 
humilitatern chi - ch2 I; 3vv 
ancilae suae chi - ch2 I 
b) ecce enim ex hoc beatam chi 
medicent 
onines ch2 - chi H 
generationes ch2 - ch I H 
omnes ch2 H 
generationes chi 1 
46 4. Quia fecit mihi magna ch2 - ch I 
qui potens est chi - ch2 
b) et sanctum nomcn eius chi 1 
40 5. Et misericordia eius a progenie tutti (the choirs merge 1; (Triple-time) 
in progenies into one) 
b) timcntibus cum chi - ch2 
timentibus cum chi H 
85 6. Fecit chi - ch2 H 
potenciam chi -ch2 I 
in brachio suo chi I 
Fccit ch2 - chi H (voice pairing) 
potenciam ch2 - chi H (ch I voice pairing) 
in brachio suo ch2 - chi- ch2 - chi I and voice pairing 
b) dispersit superbos ch2 H 
mente cordis sui cb I- ch2 - chi - ch2 1 
117 7. Deposuit potentcs de sede tutt! (the ch merge; voice I 
grouping) 
b) et exaltavit chi H 
et exaltavit humiles H 
et exaltavit ch2 - chi- ch2 H 
et exaltavit humiles chi - ch2 H 
141 S. Esurientes implevit bonis ch2 - chi 
b) et divites ch I- ch2 H 
dimisit (ch 1) - inanes (ch2) ch I- ch2 (rep 4 x) H 
inanes tutti H 
170 9. Suscepit Israel puerum suum tult! (merge ch) I 
b) recordatus misericordiae suae lutti (merge ch) I 
10. Sicut locutus est... chorus (plainchant) 
201 Gloria Patri chi - ch2 I 
ct Filio chi - ch2 I 
b) et Spiritui Sancto chi 1 
214 Sicut erat in principio tutti (merge ch) I 
et nunc et semper chi -ch2 I 
b) et in saecula saeculorum, Amen final tutti (merge ch) I 
246 
203 
Magnificat tone 7-3 ch (1652) 
Al ways triple time except verse I 
Bar 
1 1. Magnificat chi 
b) anima mea Don-dnum ch2 H 
14 2. Et exultavit spiritus meus ch3 H 
b) in Deo salutari meo ch3 H 
19 3. Quia respexit chi - ch2 H 
humilitatern ch3 H 
ancilae suae ch2 I 
b) ecce enim ex hoc beatam tuft! H; rep of notes at the same 
medicent pitch 
omnes generationes chi I 
33 4. Quia fecit ch2 - ch3 H 
mihi magna qui potens est ch2 
b) et sanctum nomen cius ch3 
41 5. Et misericordia eius chi 
a progenie in progenies chi H 
b) timentibus cum ch2 - chi H-I 
49 6. Fecit potenciam ch2 - ch3 H 
in brachio suo chi - ch2 I-H 
b) dispersit superbos tuft! (ch2+ch3) H 
mente cordis sui chi - tutti (ch2+ch3) H 
58 7. Deposuit ch I- ch2 I-H 
potentes de sede ch2 H 
b) et exaltavit humiles ch3 - chi 1 
66 8. Esurientes ch2 H 
implevit bonis tutti H 
b) et divites ch2 - chi - ch3 H; rep same pitch 
dimisit inanes ch2 voice grouping 
73 9. Suscepit ch I -ch3 -ch2 - ch I- ch3 H; overlap ch entries 
Israel ch2 I 
pucrum suum chi H 
b) recordatus ch2 - ch3 H 
misericordiae suae chi 1 
85 10. Sicut tuft! H; successive short antiph rep 
locutus est H 
ad patres nostros ch3 I 
b) Abraham chi lb H 
et semini eius in saecula ch2 H 
94 11. Gloria Patri et Filio ch3 I 
b) et Spiritui Sancto ch I- ch2 - tutti(ch I +ch3) H 
107 12. Sicut erat ch2 H 
sicut erat in principio ch3 H 
et nunc et semper ch3 I 
b) et in saccula ch2 -chi -ch3 H 
saeculorurn Amen chi - ch2 H 
et in saecula + saeculorurn antiph rep H with anti. & delay v entries 
130 Amen futti H 
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Magnificat tone 6-2 ch (1653) 
Triple time on verse 6 
Bar 
1 1. Magnificat chi 
8 b) anima mea Don-dnum ch2 
14 2. Et exultavit chl-ch2 H 
18 spiritus meus tutli H 
b) in Deo ch I- ch2 H 
salutari meo chi I 
20 3. Quia respexit hun-dlitatem ch2 I 
ancilae suae 
b) ecce enim ex hoc beatam tutti (ch I -ch2) H; rep of notes at the same 
medicent pitch 
omnes chi 
omnes + generationes ch2 - ch I (3x) H 
generationes ch2 
34 4. Quia fecit n-dhi magna qui chi I 
potens est 
b) et sanctum nomen eius chi - ch2 H 
40 5. Et misericordia eius chi - ch2 I 
a progenie in progenies chi H 
b) timentibus eum ch2 - chi I 
51 6. Fecit potenciarn ch2 H; (Triple-time) 
Fecit potenciam. in brachio suo chi 
in brachio suo ch2 H 
b) dispersit superbos tutti (ch I -ch2) H (rep same pitch) 
mente cordis sui chi - ch2 - chi 1 
63 7. Deposuit ch2 H; (Duple-time) 
potentes de sede lutt! H 
b) et exaltavit ch2 H 
humiles chi H 
71 8. Esurientes ch2 - chi I 
implevit bonis ch2 - chi I 
b) et divites chi H 
dimisit ch2 H 
inanes chi H 
dimisit ch2 H 
inanes chi 
81 9. Suscepit Israel puerum suum tutti 
b) recordatus chi I 
n-dsericordiae suae ch2 I 
93 10. Sicut locutus est ad patres chi I 
nostros 
b) Abraham ch2 - chi H 
Abraham ch2 - chi H 
et sen-ýini eius in saecula ch2 1 
109 11. Gloria Patri et Filio tuttl H (rest) 
b) et Spiritui Sancto tutil H 
119 12. Sicut erat in principio chi 
et nunc: et semper ch2 I 
b) et in saecula chi - ch2 I 
saeculorum Amen ch I- ch2 -ch I- tuta 1 
143 
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Appendix 10 
Spanish polychoral repertory available in modern editions 
Composer Genre Work w Pub. Date Voice combination 
Aguilera de Heredia, S Magnificat Primi toni - 8 1618 SSAT-SATB altematim 
Magnificat Secunditoni 8 1618 SSAT-SATB alternatim 
Magnificat Tertii toni 8 1618 SSAT-SATB alternatim 
Magnificat Quarti toni 8 1618 SSAT-SATB alternatim 
Magnificat Quinti toni 8 1618 SSAT-SATB alternatim, 
Magnificat Sexti toni 8 1618 SATB-SATB alternatim 
Magnificat Septimi toni 8 1618 SATB-SATB alternatim 
Magnificat Octavi toni 8 1618 SATB-SATB alternatim 
Magnificat Primi toni 8 1618 SATB-SATB 
Magnificat Tertii toni 8 1618 SSAT-SATB 
Magnificat Sexti toni 8 1618 SSAT-SATB 
Magnificat Octavi toni 8 1618 SATB-SATB 
Clavijo del Castillo, B. Psalm Super flumina Babylonis 8 1588 SSAT-ATTB 
Comes, Juan Bautista Responsory Hodie nobis caelorurn rex 12 SSAT-SATB-SATB 
Responsory Quern vidistis, pastores? 12 SSAT-SATB-SATB 
Responsory 0 magnurn mysteriurn 12 SSAT-SATB-SATB 
Esquivel, Juan Motet Sancta Maria 8 1608 SSAT-SATB 
Mass Missa Hexachord 8 1608 SSAT-SATB 
Guerrero, F Motet Pater noster 8 1570 SSAT-SATB (canon) 
Motet Duo Seraphim 12 1589&1597 SSAT-SATB-SATB 
Motet Ego flos carnpi 8 1589&1597 SATB-SATB 
Motet Ave Maria 8 1570 SATB-SATB 
Ps/rnotet Laudate Don-dnurn 8 1597 SSAT-SATB 
Motet 0 Altitudo divitiarurn 8 1589&1597 SSAT-SATB 
Lobo, Alonso Motet Ave Maria 8 1602 SSAT-SATB (canon) 
Lopez de Velasco, S. Motet Super Flun-ýina 8 1628 SATB-SATB 
Giovanelli 
Lopez de Velasco, S. Mass Missa Super Flumina 8 1628 SATB-SATB 
Mass Missa Christus factus est 8 1628 SSAT-SATB 
Mass Missa sobre los Contrabajos de la de 8 1628 SATB-SATB 
Felipe Rogier 
Motet Christus factus est 8 1628 SSAT-SATB 
Mass Missa Tota Pulchra 8 1628 SSAT-SATB 
Motet Tota Pulchra 8 1628 SSAT-SATB 
Motet Voce Mea/Motecturn rogationurn 8 1628 SATB-SATB 
Motet Conceptio tua 8 1628 SSAT-SATB 
Motet Salve Regina 8 1628 SSAT-SATB 
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Composer Genre Work w Pub. Date Voice combination 
Patifio, Carlos Motet In devotione 8 SATB-SATB 
Motet Maria, Mater Dei 8 SSAT-SATB 
Motet 0 Altitudo divitiarum 8 SSAT-SATB 
Motet Sapienta aedificavit 8 SSAT-SATB 
Antiphon Ave Regina Caelorum 8 SSAT-SATB 
Antiphon Salve Regina 1 8 SSAT-SATB 
Antiphon Salve Regina 11 8 SATB-SATB 
Hymn Ave Maria Stella 8 SSAT-SATB 
Hymn Te Deum 8 SSAT-SATB 
Lesson Credo quod redemptor mcus 8 SSAT-SATB 
Lesson Libera me, Domine 8 SSAT-SATB 
Lesson Taedet Animarn meam 12 3bajoncillosB-SSAT-SATB 
Sequence Veni, Sancte Spiritus 9 S-SAT13-SATB 
Sequence Lauda sion 9 S-SATB-SATB 
Antiphon Salve Regina 12 SSAT-SATB-SATB 
Psalm Beatus vir qui timet 1 8 SSAT-SATB 
Psalm Beatus vir qui timet 11 8 SSAT-SATB 
Psalm Credidil 8 SSAT-SATB 
Psalm Credidi 11 8 SATB-SATB 
Psalm Cum invocarem 8 SATB-SATB 
Psalm Dixit Dominus 1 8 SSAT-SATB 
Psalm Dixit Dominus 11 8 SSAT-SAT13 
Psalm Dixit Dominus 111 8 SATB-SATB 
Psalm Dixit Dominus IV 8 SATB-SATB 
Psalm In exitu Israel de Aegypto 8 SATB-SSAT 
Psalm Laetatus sum 8 SSAT-SATB 
Psalm Lauda Jerusalem 1 8 SSAT-SATB 
Psalm Lauda Jerusalem 11 8 SSAT-SATB 
Psalm Laudate Dominurn omne gentes 1 8 SSAT-SATB 
Psalm Laudate Dominum ornne gentes 11 8 SSAT-SATB 
Psalm Qui habitat 8 SSAT-SATB 
Psalm Dixit Dominus 8 SSAT-SATB 
Psalm Beatus vir qui timet 12 SSAT-SATB-SATB 
Psalm Cum invocarem 12 SSAT-SATB-SATB 
Psalm Dixit Dominus 12 SSAT-SATB-SATB 
Psalm Laetatus sum 12 SSAT-SATB-SATB 
Psalm Lauda Jerusalem 12 SSAT-SATB-SATB 
Psalm Laudate Dominum omne gentes 1 12 SSAT-SATB-SATB 
Psalm Laudate Dorninurn omne gentes 11 12 SSAT-SATB-SATB 
Psalm Misirere mei 10 ST-SSTB-SATB 
Responsory Videntes stellarn 12 SSAT-SATB-SAT13 
Magnificat Magnificat 8 SSAT-SATB 
Magnificat Magnificat 8 SATB-SATB 
Magnificat Magnificat 8 SSAT-SATB 
Magnificat Magnificat 8 SATB-SATB 
Magnificat Magnificat de Batalla 8 SSAT-SATB 
Magnificat Magnificat con instrumentos 8 SSAT-SATB 
Magnificat Magnificat 8 SSAT-SATB 
Magnificat Magnificat 8 SSAT-SATB 
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Composer Genre Work vv Pub. Date Voice combination 
Magnificat Magnificat de Proporti6n 8 SSAT-SATB 
Magnificat Magnificat de Proporti6n 12 SSAT-SATB-SATB 
Pujol, Juan Antiphon Regina caeli 8 SATB-SATB 
Magnificat Magnificat secundi toni 8 SATB-SATB 
Magnificat Magnificat octavi toni 8 SATB-SATB 
Mass Missa sexti toni 8 SATB-SATB 
Mass Missa octavi toni 8 SATB-SAT13 
Mass Missa secundi toni 8 SATB-SAT13 
Mass Missa quati toni 8 SAT13-SAT13 
Psalm Dixit Dominus 8 SSAT-SATB 
Psalm Beatus vir 8 SATB-SATB 
Psalm Laudate Dominum. 8 SSAT-SATB 
Psalm Credidi 8 SSAT-SATB 
Psalm Nunc Dimittis 8 SSAT-SATB 
Psalm Confitebor (only doxology is 8 SSAT-SATB 
polychoral) 
Psalm Laudate pueri (only doxology is 8 SATB-SATB 
polychoral) 
Psalm Cum invocarcm (only doxology is 8 SATB-SAT13 
polychoral) 
Psalm In te, Domine (only doxology is 8 SATB-SATB 
polychoral) 
Psalm Qui habitat (only doxology is 8 SATB-SATB 
polychoral) 
Psalm Ecce nunc (only doxology is 8 SATB-SATB 
polychoral) 
Rogier, Philippe Antiphon Regina cocli 8 1595 SSAT-SATB 
Mass Missa Domine in virtute tua 8 SATB-SATB 
Mass Missa Domine Dominus noster 8 SATB-SATB 
Ps/motet Laudate Dominum in sanctis tuis 8 SATB-SATB 
Mass Missa Domine Dominus noster 12 SATB-SSAT-SATB 
Resp/motet Verbum caro 12 SSAT-SATB-SATB 
Romero, Mateo Psalm Dixit Dominus, 4 ch 16 SSAT-SATB-SATB-SATB 
Tejcda, Alonso de Motet Ave Virgo Sanctissima 8 SATB-SATB 
Motet Sancta Maria 8 SATB-SATB 
Motct In te Domine 8 SATB-SATB 
Motet Ave salus mundi 8 SATB-SATB 
Victoria, T. L. Motct Ave Maria 8 1572 SAT13-SATB 
Psalm Nisi Dominus 8 1576 SSAT-SATB 
Antiphon Regina coeli 8 1576 SSAT-SATB 
Antiphon Salve Regina 8 1576 SSAB-SATB 
Psalm Super flumina Babylonis 8 1576 SSAT-SATB 
Antiphon Alma Rcdemptoris Mater 8 1581 SATB-SAT13 
Antiphon Ave Regina coelorum 8 1581 SAT13-SATB 
Psalm Dixit Dominus 8 1581 SATB-SATB 
Psalm Laudate Dominus omncs 8 1581 SATB-SATB 
Psalm Laudate pueri 8 1581 SSAT-SAT13 
Litaniae Litaniae BVM 8 1583 SATB-SATB 
Sequence Lauda Sion 8 1585 SATB-SATB 
Psalm Ecce nunc; 8 1600 SAT13-SATB 
Psalm Laetatus sum 12v 12 1600 SATB-SSAT-SATB 
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Composer Genre Work w Pub. Date Voice combination 
Magnificat Magnificat primi toni 8 1600 SSAT-SATB 
Magnificat Magnificat sexti toni 12v 12 1600 SATB-SSAT-SATB 
Mass Missa Alma Redemptoris Mater 8 1600 SATB-SATB 
Mass Missa Ave Regina coelorurn 8 1600 SATB-SATB 
Mass Missa Laetatus sum l2v 12 1600 SATB-SSAT-SATB 
Mass Missa pro Victoria 9v 9 1600 SSATB-SATB 
Mass Missa Salve Regina 8 1592 SSAB-SATB 
Motet 0 Ildephonse 8 1600 SSAB-SATB 
Sequence Veni Sancte Spiritus 8 1600 SATB-SATB 
Sequence Victimae paschali 8 1600 SSAT-SATB 
Vivanco, S Motet Christus factus est 12 1610 SSAT-SAT13-SATB 
Motet Surge propera 8 1610 SATB-SATB 
Motet Sicut liliurn 8 1610 SATB-SATB 
Motet Veni, delicte mi 8 1610 SATB-SAT13 
Motet Cantate Domino 8 1610 SATB-SATB 
Motet Caritas Pater est 9 1610 SAT-SAT-STB 
Mass Missa In manus tuas 8 1608 SATB-SATB 
Motet In conspecto Angelorum 8 1610 SATB-SATB 
Motet 0 Rex gloriae Domine 8 1610 SATB-SATB 
Motet Egredimini filiae Sion 8 1610 SATB-SATB 
Motet Patcr dimitte iffis 12 1610 SATB-SSAT-SATB 
Appendix 11 
Philippe Rogier: bassus-parts motion 
This appendix contains the bassus parts of Gloria and Credo from Missa Domine in 
virtute tua by Philippe Rogier. 
BI 
B2 
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Missa Domine in virtute tua 
(Gloria - bass parts) Rogier 
4a 
pter ma - gnarn glo - ri - am tu am Do - mineDe - us Rex cae . le - stis. 
'AS 
Lau - da - nvus te. Be - nc &chmse. A- do - ra - mus te. Glo - ri - fi-ca - mus 
te. Gra d- as a gi - nms ti bi, pro - 
22 
Do- 6neFi -Hu- ni ge - ni - te, je -- su ChTi -- ste. 
Fl -U- us Pa - tris, F1 -U- us 
43 
Pa tlis. NE So - 
50 
57 
71 
85 
92 
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le - re DO -- bis, sus ci - pe da pre - ca -. d-0- 
nern no - stram QW se - desadlex - te - mm Pa - uisý ini - so-re - re no - bis. Quurd- 
64 
am tu solußan-etus. Tu so - lus, Tu so - lus Do - ni - nus. Tu so - lus, 
je -. su Chri - ste. Cum San cto Spi - ri - tu 
79 
In glo - ri-a De -. i Pa - tris, in 
810 - ri- A De i Pa - tiis, De -. i Pa - tris, in gto -. Ei - 
De Pa - tlis, De -1 Pa - tlis A-. men. 
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Missa Domine in virtute tua 
(Credo - bass parts) 
Rogier 
Bi 
82 
a 
131) 
29 
43 
In u- num Do - n-ihum je sum Chri - stum FI -ä um De -iu- ni - ge - ni- 
Dcun? vc- rurm Ddurive - rurm 
lu- nlie, Dcum ve- rum, de De-o ve -- ro. 
Ge - ni- ttuN tion fa - ctum, con - sub- stan - ti- 
si - bi - lium o- mni- uni, 
Et In u- num Do - rnhurn le sum Chri - smm 
Et ex Pa - tre na - tum an - te o- mnia sae - cu- la. De - undeDe - o. In- nride 
per quern o- umia fa - cta SUM Qui pro - pter nos ho - nibes, 
de . scen- dit de cae 
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so 
esL 
Crucifixus 4vv 
Et i- tffm ven - tunimst curglori - 8ý ju . di - ca - re A- I 
fbar 80 - 1211 
AA 
92 
Us. de - scen dit de cae 
57 
fis. Et in - car - 
64 
na tu$ est de Spi ri - tu San - cto ex Ma - ri -. a 
71 
vir -. gi -- ne: et ho -. IM fa -. ctus 
est. Et i- taum ven - ttuumst cum glori - a. ju - di - ca - re 
cu - jusre - gal non c- rit fi - nis. San - caun, Do - ni - nurn6 
quiexPa - tre qtd cwn Pa - tre et F, fi - 
214 
99 
num ba - pti - sma in ie - mis - simo - nem pec - ca - to - rum Et ex - spe --. 
u- nuni ba - pti - snia Et ex - spe -.. 
')A 
135 
0 si nml a- do - ra - tur, et con glo - ri - fi - ca - tur: qW locutus 
106 
est per Prphe - tas. ca - tholham, ca - tholbam Con - fi - to-or 
113 
cto re . Sur - re . cti -o- nem rmr tu -o- rum 
127 
Et vi - tawn - tu . ri sae - cuu, et A-. - tam, ct 
ta. mven- tu - ri sac - Cu -UA- ffirn, sac - Cu - U. men. 
Editorial Practice 
The editions presented in Volume II of this study are based on the sources (containing 
the works of Garro, Lobo and Pedro de Cristo) listed and described in Chapter 2. The 
editorial conventions applied may be summarised as follows: 
1. Original note-values and 'pitch' have been retained. Final notes have been 
equaliscd without comment. 
2. Accidentals on the stave are present in the source: 'redundant' accidentals in the 
source, including those rendered unnecessary by the modem convention that 
accidentals continue in force throughout a bar have been suppressed without 
comment, unless they appear to have particular significance. Accidentals in 
brackets are not themselves present in the source: they are employed in cases 
where a previous source accidental is considered to be still in force (e. g. repeated 
notes broken by a bar-line); cautionary accidentals are likewise in brackets. 
Accidentals above the stave are editorial suggestions and apply only to the note 
above which they stand: they appear in accordance with those conventions 
sometimes (loosely) referred to as involving the area of musica ficta or due to 
inconsistencies which are frequent in the sources consulted. These are revealed for 
instance in repetitions of passages between choirs or within the same choir. In 
Garro's three-choir mass several cadences (in tutti sections) contain at the same 
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time the 'leading note' altered in one choir and not altered in another. In these 
situations the original accidentals have been retained. 
3. Ligatures are indicated by a horizontal bracket. Coloration is indicated by a 
broken horizontal bracket. 
4. Spelling, punctuation and capitalisation have been made consistent between 
voices, and adjusted according to modem usage. Text printed in italics is 
represented by a ditto mark Qj) in the source. Syllables of text are sometimes not 
well aligned with notes, so that the present distribution of the text is often of 
necessity editorial. 
5. Music or text placed in square brackets is editorial. 
6. Parallel octaves, fifths and unisons present in the sources have been retained and 
indicated in the Critical Commentary. No comment is made on parallel octaves (or 
unisons) between bassus parts in tutti sections. 
7. Missing parts are given in staves of reduced size. 
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EDITORIAL COMPLETION OF MISSING PARTS 
Editorial completion of missing parts was performed after a detailed analysis of the 
surviving sources (Chapter 2) and of the styles revealed by the works (Chapter 3). 
Some examples of individual characteristics (identified throughout the works) or other 
issues used in the reconstruction process arc given next. 
* Garro, mostly uses simultaneous entries while Lobo anticipates or delays single 
voices at entries. 
9 In tutti sections both Garro and Lobo do not always duplicate the third of the 
chord. In single-choir passages Lobo sometimes omits the third of the chord at 
cadences. 
e Frequently in antiphonal repetition Garro and Lobo exchange some of the 
voices (eventually after involving transposing of the relevant passage). For 
instance, this seems to happen in Missa Cantate Domino, Kyrie, bars 26-7, p. 
4, where the missing part [TI] can have the same music as the preceding S2 
transposed by a fourth. 
* Garro uses many antiphonal techniques which may help the reconstruction 
process. For instance, in the first Pro defunctis lesson, at bars 45-9, pp. 226-7, 
SI was written in contrary motion with respect to S2 which follows in 
antiphonal repetition and at the same time produces a word-painting effect 
since the words set are 'contrarium tibi'. 
0 Typical harmonic progressions were also noted in the reconstruction process. 
For instance, in Garro's Missa Cantate Domino, Credo, bar 9, p. 16 (ch I), 
seems to have a similar harmonic progression (involving a 6-5 chord) to bars 
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11 -2 of the Sanctus, p. 28 (ch 11) and to bars 3-4 of the Agnus Dei, p. 32 (ch II) 
and hence the first tenor followed the scheme of the corresponding voice in the 
latter two progressions. 
* Ornamentation was also an important issue in the reconstruction process. For 
instance, in cadences, Garro frequently uses the suspension (articulated or not) 
sounded against the resolution and never uses the cambiata figure; on the other 
hand, Lobo frequently uses the cambiata figure and never makes the 
suspension sound against the resolution and very rarely articulates the 
suspension. 
9 One typical technique used by Lobo consists of starting two (or more) voices 
hornophonically with the same melodic shape and then delaying one of them 
in order to produce a kind of imitative texture as happens for instance in the 
Sanctus of Missa Natalitiae Noctis, bars 2-3, p. 366 (S2 and A2). This 
technique was widely used in the reconstruction of missing parts. 
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Critical Commentary 
In the following lists the first column refers to the bar number, the second to the voice 
part, the third to the note number in the bar and the last to the comment, so that for 
instance, 
si 
means bar three, first superius, fourth note. 
All pieces are 8vv otherwise stated. Names of notes are capitalised. 
FRANcisco GARRO 
The original partbooks used for transcription are listed in Appendix 2.4. All of the 
partbooks involved were consulted and differences between them are described 
below. Unless specifically noted, all the references in the commentary are to the 
source used for the edition. In the Guiam part the abbreviated text has been 
suppressed. 
Further discussion about the missing parts and inconsistencies in the original 
partbooks is given in Chapter 2. 
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Missa Cantate Domino 
Sources used for the edition: SI -BL 1; Al -BA 78; BI- MI 8 1; S2-MI 80; A2-MI 79; 
T2-BA 71 (folio 2-2v missing; BL 4 used here); B2-MI 82; Guiam-MI 86. 
Kyrie 
1-3 Guiam notes added by hand below the clef 
20 BI crotchet and minim (altered in edition by analogy 
with Guiam and other voices) 
27 A2 no sernibreve rest in Bl, 3 
27-8 BI eleison missing 
33 A2 3C sharp 
40 B1 -leison missing 
Gloria 
The text qui tollis peccata mundi, miserere nobis was omitted and not set. 
4-5 BI -nibus homi- missing (and is added in edition by 
analogy with text underlay in Guiam part) 
22 A2 gloriam tuam missing 
A2 4C sharp 
24 SlAlBI 2 semibreve and no minim rest (confliting with F chord 
in ch. II) 
31 A2 4F (altered in edition by analogy with Al bar 28) 
48-9 Al-S2 parallel unisons 
68 A2 1E 
Credo 
31 Al -na- missing 
33 Guiam 3F sharp 
46 B1 est missing 
84 Guiam last note corrected by hand (originally E) 
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Sanctus 
I Guiam note added by hand below the clef 
8 Guiam 2 B natural 
10 Guiam F sharp 
13 Guiam 5 B 
33 A2 in missing 
37 T2 3 B 
Al-T2 5-6 parallel unisons 
38 Al minim rest in excess (corrected by hand in BL 2) 
44-5 Sl-T2 3,1-2 parallel octaves 
45 Guiam 4 note corrected by hand (originally D) 
Agnus Del 
11 T2 1 paper corroded (but BL 4 is legible) 
13 S2 5,6 minim and crotchet 
16 Al - S2 4-5 parallel octaves 
Missa Fili quid fecisti nobis sic 
Sources used for the edition: SI -BL 1; Al-BA 78; TI-Ml 81; S3-MI 80; A2-MI 79; 
T2-BA 71; B-MI 82; Guiam-MI 86. 
Kyrie 
9-11 TI eleison missing 
11-3 S3 Christe eleison missing 
14 Guiam C3 clef after second note 
15 S1 G2 clef after C note 
Al C2 clef not well printed (corrected by pasting in of 
printed paper in BL 2 
17 Guiam C4 clef 
20-1 T1 eleison missing 
22 Al C2 clef not well printed (well printed in BL 2) 
51 Al semibreve and minim 
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53 T2 sernibreve rest corrected by hand (well printed in 
BL 3) 
55-8 T1 -rie eleison missing 
57-60 T2 Kyrie eleison missing 
57-66 S3 Kyrie eleison missing 
58-62 Al Kyrie eleison missing 
67 Guiam C3 clef 
70 Guiam C4 clef after first note 
71 S3 I F sharp 
B2 incorrect F4 clef before third note 
Gloria 
7 Guiam C4 clef 
20 TI underlay - us Rex cae- on the last three notes and 
-le- missing 
Guiam C3 clef after sixth note 
21 S1 G2 clef 
23 Guiam C4 clef after fourth note 
29 Guiam C3 clef 
38 Guiam C4 clef after second note 
39 S1 GI clef 
45 T2 3,4 G, G 
51 S1 G2 clef 
64 Al. CI clef after first note 
70 Al C2 clef 
84 A2 incorrect C3 clef (corrected by pasting in of 
printed paper in BL 3) 
Credo 
5 T2 F sharp before G 
6 Guiam C4 clef after first note 
12 Al CI clef 
21-2 TI quem omniafacta sunt missing 
26 Guiam C3 clef between the two Ds 
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28 S3 I C 
40 T2 est missing 
45 Al 2 crotchet (corrected for minim in BL 2) 
50 S1 -ras missing 
51 Guiam C1 clef for A and C2 clef after this note 
53 Guiam C3 clef 
65 Al C2 clef 
67 Guiam 2 C 
72 Al CI clef 
75 T2 1 F sharp 
Guiam C4 clef after second note 
81 Guiam C3 clef after first note 
84 Guiam C4 clef after third note 
87 B C4 clef after second note 
90 Al-S3 parallel unison 
92 B F3 clef 
96 Guiam C3 clef after second note 
120 Guiam C4 clef 
Sanctus 
4 Guiam C sharp 
5 Guiam C4 clef 
7 Al. CI clef 
11 Guiam C3 clef before last note 
19 Guiam C4 clef after first note 
32 Guiam C3 clef 
35 Al. C2 clef 
Benedictus 
3 S1 signum congruentiae on first note 
5 Al CI clef after second note 
10-1 T1 venit missing 
11 Guiam 3G sharp 
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24 Guiayn C4 clef 
Agnus Dei 
12-3 TI tollis peccata mundi missing 
14 Guiam C3 clef 
16 B C4 clef 
17-8 A2 miserere nobis missing 
18 Al nobis missing 
19 B F3 clef 
21-2 Al. Agnus Dei missing 
23-4 Al. qui tollis peccata mundi added by hand (no text in 
BL 2) 
30 Guiam C4 clef after first note 
32-4 Al underlay dona nobis 
34-7 SI dona nobispacem missing 
42-5 Al. dona nobispacem missing 
Missa Domine in virtute tua laetabitur Rex 12w 
Sources used for the edition: S1 -BL 1; Al -BA 78; B1- MI 8 1; S2-MI 80; A2-Ml 79; 
T2-BA 71; B2-MI 82; S3-MI 84; A3-MI 83; T3-BA 73; B3-Ml 85; Guiam-MI 86. 
S2 in the Gloria-Domine Deus and the Credo-Crucifaus (version SSA[T]) was edited 
from MI 81. 
Kyrie 
5 T2 
15 Al 
S2 
15-6 Al 
16-7 AZT2J32 
35 si 
Gloria 
underlay e- missing 
2,3 two crotchets 
I dotted quaver 
no text underlay 
no text underlay 
3 dotted quaver 
11-2 T2 no text underlay on bar II and on first note of 
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next bar 
13 A2 6F sharp 
15 T3 underlay adoramus te (struck through and 
corrected by hand) 
28 Al 4A 
Domine Deus 4 vv (SSA[T] version) 
The missing part - Tenor - follows the Guiam part. 
43-64 S2 Cl clef 
Guiam C4 clef 
54 S1 1G sharp 
60-4 Al C3 clef 
Domine Deus 4vv (SA[T]B version) 
1 Guiam 
6 Al 
8 Guiam 3 
11 Guiam 
12 Al 3 
12 BI 
16 Guiam 1 
17 BI 
Qui tollis peccata mundi 
69 A2 1 
79 B2 
82-3 SI, T2 3-1 
87 B2 
Credo 
F3 clef 
G after A (altered in edition by analogy with the 
same motive in other voices) 
dotted breve 
F4 after the rest 
G sharp 
F3 clef 
E 
F4 clef after A 
crotchet 
F3 clef 
parallel octaves 
F4 clef 
5 Guiam F3 clef 
9 Guiam F4 clef after second note 
13 T2 4E (corrected in BL 4) 
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21 A2 3 D 
31 Guiam 4 dotted quaver 
32-3 B3 underlay Deum de Deo 
34-5 BI underlay genitum nonfactum from second beat 
onwards 
34 Guiam F3 clef after fourth note 
35-8 T2 underlay consubstantialem Patri (struck through 
and corrected by hand) 
38 Guiam F4 clef 
46-7 B2 underlay de caelis 
46 Guiam F3 clef 
48-9 B3 no text underlay 
51 Guiam F4 clef after the first note 
60-2 S3 no text undrelay from last note of bar 60 onwards 
61 Al no text between fourth and sixth notes 
S3 6 G sharp 
Crucifixus 4vv (SSA[T] version) 
At bars 3-8 and 19 -21 the missing part -Tenor- follows the Guiam part. 
1-21 S2 CI clef 
Guiam C4 clef 
7 S2 3 sernibreve and no rest 
9-18 Guiam missing music 
Et ascendit 
91 B3 F3 clef after rest 
93 Al 4 C sharp 
95 B3 F4 clef 
95-6 T2 no text underlay 
96 A2 minim rest 
106 B2 F3 clef after fifth note 
Guiam F3 clef after second note 
109 B3 1 B 
Guiam F4 clef after third note 
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116 B2 F4 clef 
125 B2 F3 clef 
132 A3 sernibreve rest 
133 B2 F4 clef 
Sanctus 
16 A2-T2 parallel octaves 
16 A3 3 crotchet 
17 S1 3 note corrected by hand 
21 T2 6 quaver corrected by hand to crotchet (also corrected 
in BL 4) 
24 A2-T2 parallel octaves 
Agnus D ei 
28 SI 6 G sharp 
32-4 SI underlay miserere nobis 
36-9 A3 no text underlay 
44-5 A2 no text underlay between syllables no- and -cem 
Missa Pro Defunctis 
Sources used for the edition: SI -BL I (Introitus and Kyrie) and BL 2 (from Gradual 
onwards); AI-BA 78; T1-MI 81; S3-MI 80; A2-MI 79; T2-BA 71; B-MI 82. 
Introitus 
20-1 TI 
42 Al 
58 S3 
74 Al 
Kyrie 
underlay -na eis Do- missing 
D (corrected in BL 2) 
underlay et missing and underlay ti- on first note 
c 
14-8 Sl, Al underlay Christe eleison (altered in edition by 
228 
analogy with ch II bars 12-4) 
24 S1 4C sharp 
Gradual 
12-3 SI no text underlay 
16-8 A2 underlay -mine Domine from the last note of bar 16 
to the second of bar 18 
19-21 T2 underlay luceat eis from the last note of bar 19 to 
bar 21 
42-4 T1 underlay eritjustus 
Tractus 
8-9 A2, T2 parallel unisons 
20 A2 2 D (corrected in BL 3) 
32 A2 syllable -rum missing 
Offertorium 
17-9 B underlay defunctorum 
30 T2 G sharp 
45 Al F minim in excess (corrected in BL 1) 
67 S1 1 C sharp 
77 A2 I C 
79-80 A2 underlay quam olim 
Sanctus 
1-4 T2 rests added by hand 
Agnus Dei 
22-4 A2 no text underlay 
38 T2 3 G sharp 
46 TI underlay eis missing 
59-60 Al ligature of sernibreves 
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communio 
S, A and T parts of choirs I and II have the same music. To avoid duplication of 
parts the Communio was edited for five parts S[S]ATB. For transcription choir 
II partbooks were used. 
1A incorrect C4 clef (corrected in BL 3) 
15 S underlay -us in excess on last note 
39 T underlay -num quia pi- on first, second and fifth 
notes 
The partbooks of choir I were also examined and differences between parts with 
the same music are identified in Example I below. As can be seen there are some 
inconsistencies in clefs, alterations, text underlay, music/rhythm, ligature and 
coloration. Inconsistencies can also be seen in the repeated section 'Cum sanctis 
tuis... '. In addition Al has a C3 clef while A2 starts with an incorrect C4 clef. 
Example I- Inconsistencies between similar voice-parts 
Conununio - Sunerius 
S ch I 
3 ch I 
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A 
FF 
Do 
A 
mi - in: cumanctis tu - 
is In vA-ter - num, 
ii. 
qui a pi us qui. 9 pi US OL 
1F 
Do cunýncltis Us - is 
Ito 
w-ter - nunk 
ýqui 
a pi- us us es, qui- a pi 
I 
i , Hi F1 F1 PP1--- F' .... a. - f, F11 F2 Fl Fý F1 i ten 
Re - qui - am w. ter - nom 
ý- 
na Do - ni - no: ct lux per - PC - tu a lu cc - at 
6!, 1a , 
a 
III- I 
iL 
1a i 11 F' 
1".. 
ne: e't lux per - PC - tu a lu cc - at Re . qui - em w- ter - am na is. Do 
2AI 
Cwnmk-ctis tu - Is in W- ter num. qui a pi us e4. qui. a pt --- us C& 
Cwnsmi-ctis tu . is in w. ter ouni. qui a pi us M qui. a pi Us CL 
Communio - Altus 
1'46. 
Ach 1 
Ach% 
Pi us 916 qui a pi us C& 
I PI - us - es, qui - a pi - us m in 
&a. tef6 nUM qui -a pi -. . us MI 
do - no *- it. Do - ni - ne: 
tu . is In me- ternulm 
Communio - Tenor 
TChl 
Tch I 
lu - cc - at a- at a- IL Cum un- ctis 
hL. lu - cc . lit a. W Cum $an- ctis 
-= P go 
lu - ce - at a WDo iTt rp, lu - cc- at c is Do -W lu cc at 0 
lu - ce - at 1, Do ni lu Lt. Do - ni lu cc - at a 
Re qui. cin w ter nwn 
Re qui- am w ter num 
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Lectiones Pro defunctis 
Sources used for the edition: Al-BA 78; Tl-BL 2; Bl-MI 8l;, S2-MI 80; A2-MI 79; 
T2-BA 71; B2-MI 82. 
Parce mihi Domine 
7 Al 
10 T2 
14-5 BI 
22 TI 
25 B2 
70 B2 
72 TI 
1 
C3 clef after first note 
D crotchet in excess at the end of the bar 
homo missing 
semibreve and minim rest 
underlay et missing and subito pro- starting on 
first note 
A sharp 
sernibreve 
Responde mihi 
9 Al 
BI 
12 Al 
14 T2 
30 Tl 
31 Tl 
39 Tl 
48 B2 
49 Al 
53 A2 
56 B2 
3 
5 
5 
1,2 
Cl clef 
quaver 
quaver corrected by hand (crotchet in BL 1) 
D (last note) 
G 
C and B minims 
D sernibreve 
C4 clef after first note 
underlay et 
incorrect C3 clef after first note 
F3 clef after second beat 
Spiritus meus 
13 T2 
32 S2-A2 
33 S2 2 
39 
41 TI 
C sharp 
parallel fifths 
G 
no mensuration sign (triple-time) in parts of choir II 
C sharp 
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73 Al 2 minim in BL 1 
Alleluias 
Sources used for the edition: SI -MI 8 1; S2-BL 2; Al -BA 78; S3-MI 80; A2-MI 79; 
T2-BA 71; B-MI 82. 
Alleluia I 
4 Sl 4F sharp 
41-2 Sl missing text 
47 S2 cognovis- missing 
Alleluia 11 
6 Al Cl clef 
9 Al. syllable -Iu- missing 
20 T2 2 F sharp 
25 B C4 clef 
29-37 Al missing text 
32 B F3 clef 
35-7 S3 missing text 
38 Al C2 clef 
50-1 SI missing text 
53 S2 1 minim 
Al syllable -ri- missing 
56 S3 no sernibreve rest (added by hand in BL 4) 
B no sernibreve rest 
58 Al underlayDominum 
59 SI-T2 parallel octaves 
59-61 S3 missing text 
60 A2 2 note missing (E added by hand in BL 3) 
T2 6,7 F, G 
Alleluia III 
12-4 Al. missing text 
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79-82 S2 
80 A2 3 
Versus Ego vos (4vv) 
54-6 Al 
missing text 
A missing (see bar 32) 
missing text 
Versus Assumpta est Maria 
38 Al 1F sharp 
46 Al syllable -rum rnissing 
DUARTE LOBO 
Opuscula (polychoral works) 
The original partbooks used for transcription are listed in Table 2.1. Further 
discussion about the missing parts and inconsistencies in the original partbooks is 
given in Chapter 2. 
Responsories 
Sources used for the edition: S1 -MI 63; Al -VA 1; BI -VA 2; S2-MI 64; A2-MI 65; 
T2-VA 5; B2-MI 66. 
Hodie nobis de caelo (Resp. 2) 
Al 8 quaver 
0 magnum mysterium (Resp. 4) 
6 S2 brcvc rest 
7 T2 2 dotted quaver 
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Sancta et immaculata (Resp. 6) 
50-62 B2 C4 clef 
Beata viscera (Resp. 7) 
31 Al 2C 
Verbum caro (Resp. 8) 
14-5 Ch2 underlay quasi 
15 S1 IG 
Missa Natalitlae Noctis 
Sources used for the edition: S1 -MI 63; Al -VA 1; BI -VA 2; S2-MI 64; A2-Ml 65; 
T2-VA 5; B2-MI 66. 
Kyrie 
17 Bl 
Gloria 
44-6 B2 underlay suscipe deprecationem 
Credo 
18 T2 4 minim 
Sanctus 
10 Al 6 minim 
Marian Antiphons 
Sources used for the edition: SI -MI 63; Al -VA 1; BI -VA 2; S2-MI 64; A2-MI 65; 
T2-VA 5; B2-MI 66. 
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Alina Redemptoris mater 
21 B2 2 
Ave Regina caelorum 
14 sl 4(B) dotted crochet 
Salve Regina 11w 
Sources used for the edition: Al-VA 1; S2-MI 63; A2-VA 1; Bl-VA 2; S3-MI 64; 
A3-MI 65; T3-VA 5; 132-MI 66. 
12 BI C sharp 
Liber Missarurn 
Missa Cantate Domino 
Source used for the edition: MI 3 fols 115v-139. 
Gloria 
74-6 A2 underlay in gloria 
Credo 
69 Al 6 there is an A in excess 
Sanctus 
19 T2 5G 
PEDRO DE CRISTO 
Tristis est anima mea 
Source used for the edition: MM 8, fols 92-4 
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Parce mihi Domine 
Source used for the edition: MM 8, fols 109'-11 
11 Al F semibreve in excess after last note (E) 
13 S1 C sernibreve 
B2 1,2 D, D 
16 SI-A2 parallel octaves from second to third beat 
28 T2 4 A 
31 Al 1,2 F, F 
Magnificat 
Source used for the edition: MM 18, fols 52'-8 
20 S1 underlay humilitatem 
29 S1. 1E 
43-7 A abbreviation sign for text underlay (text placed in 
edition by analogy with other parts) 
66-7 parallel octaves between S1 and A2 
82 S1 4G 
5 sernibreve 
91 T1 4,5 two minims 
Miserere mihi Domine 
Source used for the edition: MM 18, fols 82'-3 
11 Sl ID 
Salva nos Domine 
Source used for the edition: MM 18, fols 86'-7 
5 4-5 parallel octaves between S2 and T2 
B2 F3 clef after the third note 
Dixit Dominus 7vv 
Source used for the edition: MM 18, fols 93'-5 
5 Al 5,6 minims 
38 Al 2 minim 
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Ave Maria 
Source used for the edition: MM 18, fols 95'-7 
21 Al G sharp 
Sanctorum meritis 
Source used for the edition: MM 18, fols 101'-4 
1 T1 4 G sharp (see bar 49 T2) 
9-12 choir II underlay gestaquefortia, Nam gliscit 
animus 
10-20 BI underlay socii (bar 10-2); gestaquefortia, (bar 
12-5); nam gliscit (bar 16); animus pro (bar 17-8) 
13-5 S2AZI2 abbreviation sign for text underlay (text placed in 
edition by analogy with other parts) 
B2 text underlay missing 
15 S2 1 A (see bar 63 S 1) 
31-3 Al abbreviation sign for text underlay (text placed in 
edition by analogy with other parts) 
31-5 BI underlay more bidentium. Non mumur resonat 
41 TI semibreve rest missing 
42-4 Al underlay conservat 
50 S2 4 G sharp 
56 S2 semibreve rest 
57-8 Al underlay abluas 
61 T2 3 B 
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